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A b s tra c t  o f 
Shakespeare and the  N ature  o f Romance 
by John Bean
This s tu d y  t r i e s  to  e s t a b l i s h  th e  e s s e n t i a l  n a tu re  o f the romance 
genre and to  a r r iv e  a t  a  f r e s h  u n d e rs tan d in g  of S hakespeare*s P e r i c l e s , 
Cym beline, The W inter* s T a le , and The Tempest,
To beg in  w ith  (C h ap te rs  I - I l ) , th e  e s s e n t i a l  c r i t i c a l  co n cep tio n s  
o f romance a re  g iv en , th e  s p e c ia l  d iv e r s i t y  o f th e  romance genre i s  
n o te d , and Homer*s Odyssey i s  examined as  a  work which can p rov ide  u s  
(a lo n g  w ith  the  f ig u r e  o f O dysseus) w ith  many o f th e  e s s e n t i a l  in g re d ­
i e n t s  and s t r u c tu r a l  methods u sed  th ro u g h o u t the  l i t e r a t u r e  o f romance. 
The developm ent o f th e  romance form  i s  th en  tra c e d  from  H e l le n i s t i c  
romances ( e s p e c ia l ly  H eliodorus* A e th io p ic a ) , to  th e  m edieval romance 
o f M alory*s Le M orte B*Arthur and th e  c o n tin e n ta l  re n a is s a n c e  romance 
o f A r io s to 's  Orlando F u rio so  (C h ap te r I I I ) .  The c h a r a c te r  o f P re -  
Shakespeare an romance drama i s  then  e x p lo re d , w ith  s p e c ia l  fo c u s  given 
to  Hughes* The M isfo rtu n es  o f A r th u r , Greene*s The H is to ry  o f Orlando 
F u r io s o , and Bay*s The I s l e  o f G u lls  ( C hapter IV ),
The f in d in g s  made about th e  n a tu re  o f romance and th e  a d a p ta tio n  
o f romance to  th e  s tag e  a re  th en  a p p lie d  in  an exam ination  o f th e  source 
m a te r ia ls  which Shakespeare u sed  to  c re a te  h is  d ram atic  romances and to  
d is c e rn  how Shakespeare borrow ed, tra n sfo rm e d , o r  c r e a te d  anew in  
P e r i c l e s , Cym beline, The W inter* s T ale and The Tempes t  ( C hap ters  V—V l) . 
The e s s e n t i a l  s t r u c tu r a l  coherence o f romance and th e  im portance o f love  
b o th  in  th e  romance t r a d i t i o n  and in  Shakespearean romance i s  b ro u g h t 
o u t by comparing Hom er's and S h a k e sp e a re 's  romances (C h ap te r V I l ) ,  an 
a n a ly s is  which le a d s  one to  a f f irm  th a t  amid the lu x u r ia n t  d iv e r s i t y  o f 
S h a k e sp e a re 's  romances th e  power o f lo v e  se rv es  a s  th e  p r in c ip a l  b in d in g  
fo rc e  (C h ap ter V I I l ) .  In  c o n c lu s io n , th e  im portance o f the  theme of 
change in  Shakespearean  romance i s  shovn- and an a tte m p t i s  made to  
d i f f e r e n t i a t e  S h a k e sp e a re 's  rom ances from h is  comedies and t r a g e d ie s  
(C h ap te r IX ).
( i i i )
T e ll  me where i s  fan cy  b re d ,
Or in  th e  h e a r t  o r  in  th e  head , 
How b e g o t, how n o u rish e d  ? 
R eply , r e p ly .
( The M erchant o f V en ice , I I I . i i , 63- 66)
(iv)
Shakespeare and the Nature o f  Romance 
C ontents
D e f in i t io n s  and In tro d u c tio n
Page( e) 
1-11
1 Romance a s : i .  The b a s ic  s p i r i t  o f a l l  s t o r y - t e l l i n g
(em phasis on sh e e r  c r e a t iv i t y ) .
i i#  That form of l i t e r a t u r e  in  which the
im ag in a tio n  i s  most l i b e r a te d  (em phasis 
on subconscious e x p re s s io n ) .
i i i ,  A t a l e  o f lo v e  and adven tu re  (em phasis 
on s e n t im e n ta l i ty ) .
i v .  B eing v i r t u a l l y  synonymous w ith  the  
q u es t genre (em phasis on ad v en tu re ) .
V .  L i t e r a t u r e 's  most s y n c re t ic  genre 
(em phasis on a sso rtm en t o f f i c t i v e  
ty p e s ) .
v i .  A b ran ch  of e p ic  l i t e r a t u r e  gone 
awry (em phasis on n a r r a t iv e  s c a le ) .
v i i .  A c o rru p te d  b ran ch  o f h i s to r y
(em phasis on e v e n tfu l  c h ro n ic le ) .
v i i i .  A b ran ch  o f th e  genre o f comedy 
(em phasis on w is h - f u l f i l lm e n t ) .
XX# A k in d  o f f a i r y - t a l e  (em phasis on 
n a iv e te ) .
X .  The form  o f  l i t e r a t u r e  which most 
c lo s e ly  approx im ates,m yth  & r i t u a l  
(em phasis on n a tiv e  c u l tu r a l  
. t r a d i t i o n s ) ,
x i#  The most in c o n se q u e n tia l form o f 
l i t e r a t u r e ,  th e  p e jo r a t iv e ,  v a lu e  
judgem ent d is m is s a ls  (em phasis on 
m oral & a e s th e t i c  p r in c ip le s ) .
2 In tro d u c tio n :  A n a ly tic a l  in te n t io n s .
I I  C la s s ic a l  Romance
1 The Odyssey a s  Romance,
2 -3
3-4
7-8
8-11
12-40
12-26
i .  In tro d u c tio n  and l i s t i n g  o f prom inent romance m o tifs . 12-15
( l )  Prom inent romance m o tif s :  ( i )  m arv e l, r i s k ,  tr iu m ­
phant a d v e n tu re , ( i i )  g e n e ra tio n  d i f f e r e n c e s ,
( i i i )  p a g e a n try , ( iv )  c la im s to  h i s t o r i c a l  
re le v a n c y , (v )  v/andering jo u rn ey  tow ards "home",
( v i )  e s s e n t i a l  p ie ty  o f p ro ta g o n is t ,  ( v i i )  id e a l iz e d  
m ale-fem ale  r e l a t io n s h ip ,  ( v i i i )  p ro ta g o n is ts  m ental 
a g i l i t y ,  ( ix )  m in g lin g  o f b le s s in g s  and so rrow s,
(x ) d i r e c t in g  in f lu e n c e  o f s u p e rn a tu ra l  h ig h e r  
power, ( x i )  a  d is t in g u is h in g  token  o r  s c a r ,  ( x i i )  
shipw reck o r  ap p a ren t l o s s ,  ( x i i i )  m agical w onders,
(x iv )  a  f i n a l  reu n io n  scen e .
(v)
Page ( s )
i i .  A n a ly s is  o f th e  Odyssey 15-20
(1 ) C onclusions: ( i )  romance has a s p e c ia l  i n t e r ­
la c in g ,  o r  m u lt iv e rs e , n a tu re ,  ( i i )  th e  q u est 
p ro v id e s  a  fundam ental u n ify in g  f o r c e ,  ( i i i )  
romance i s  a  t r a v e l le r *  s way of s e l f -d is c o v e ry ,
( iv )  romance i s  the  genre p a r  e x c e lle n c e  o f
n a r r a t iv e  co m p lex ity , o f u n i ty  in  m u l t i p l i c i t y .  20-25
( 2) S t r u c tu r a l  com parison betw een th e  Odyssey and 
S h a k e sp e a re 's  rom ances. 25-26
2 H e l le n i s t i c  Romance & E liz a b e th a n  Romance. 27-39
i .  In tr o d u c t io n ,  n o tin g  E liz a b e th a n  i n t e r e s t  in  H e llen ­
i s t i c  romances and rea so n s  f o r  t h i s  i n t e r e s t .  27-30
i i .  A n a ly sis  o f H eliodorus* A e th io p ica  (w ith  r e fe re n c e s  
to  th e  th re e  o th e r  p o p u la r H e l le n i s t i c  romances o f 
th e  age o f S h ak esp ea re ) . . 30-39
( 1 ) P a r t i c u l a r  q u a l i t i e s  o f H e l le n i s t i c  romance:
( i )  wide v a r i e ty  o f c h a r a c te r  & in c id e n t ,  ( i i )  
e c le c t ic is m , ( i i i )  im portance o f sen su a l them es,
( i v )  b a lan ce  o f th e  c h a s te  & th e  l i b e r t i n e ,
(v )  d i r e c t in g  and draw ing power o f prophecy,
( v i )  h ig h  s o c ia l  s ta n d in g  o f th e  p ro ta g o n is ts ,
( v i i )  u se  o f amazement and la b y r in th ia n  n a r r a t iv e  
p a t t e r n s ,  ( v i i i )  th e  s o b r ie ty  & agon in  romance,
( i x )  th e  con tainm ent o f th e  Odyssean e n d le s s  
q u e s t theme w ith in  th e  H e l le n i s t i c  rom ances,
(x )  two new romance con v en tio n s  in tro d u ce d :
[ S j  s t ru g g le s  o f a g u i l t l e s s  hero  & h e ro in e  (w ith
em phasis on the  h e r o in e ) ,  th e  romance genre
ta k e s  on an o v e r t  sense o f t h e a t r i c a l i t y .  30-39
I I I  M edieval & R enaissance  Romance: S i r  Thomas M a lo ry 's  Le
Morte D 'A rth u r & Ludovico A rio s to * s  Orlando F u rio so  40—78
1 M alorian  Romance C onventions. 4O-56
i .  Im portance o f M alory f o r  th e  E n g lish  R enaissance & Le 
Morte D 'Arthur* s sh ared  s i m i l a r i t i e s  w ith  C la s s ic a l  
romance co n v en tio n s . 40-43
i i .  Le Morte D 'A rth u r*s p a r t i c u l a r  romance co n v en tio n s. 43-5^
( 1 ) P a r t i c u l a r  q u a l i t i e s  n o te d : ( i )  i n t e r i o r - e x t e r i o r
romance d i s t i n c t i o n ,  ( i i )  L.M.D.A. as  a prim e example 
o f romance e n tre la c e m e n t, ( ï i T )  lTm.D.A. a s  a  w orld 
o f unexpected  ev en ts  and th e  use o f th e  Odyssean 
e n d le s s  q u es t them e, ( i v )  S a n g ra il  & th e  fram e o f 
h ig h e r  pow ers, (v )  L.M .D .A .*s u se  of romance 
"escap ism ", ( v i )  in t e r p r e t a t i o n  of L.M.D.A. as  a 
d a rk . C ed ipal fa m ily  s to r y ,  ( v i i )  M alory & th e  
m anly, ( v i i i ) ,  th e  i r o n ic  v a lu e s  o f A rth u rian  
c h iv a l ry . 43-5^
2 A r io s t ia n  Romance C onventions. 5^"78
i .  Im portance o f A rio s to  f o r  th e  E n g lish  R enaissance & 
the  Orlando F u r io s o *s sh ared  s i m i l a r i t i e s  w ith  C las­
s i c a l  romance c o n v en tio n s . 56-63
i i ,  Orlando F u r io s o 's p a r t i c u l a r  romance co n v en tio n s .
( v i )
PaGe(s)
63-78
( 1) P a r t ic u la r  q u a l i t i e s  noted : ( i )  r o le  o f  women as  
w a rr io r -d a m se ls , ( i i )  double u se  o f  r e c r e a t io n ,
!i i i )  u n u su a lly  exp an sive  tim e-scbem e, geography, i v )  lo v e  i s  ex p la in e d  as  the cause o f  vagrancy and 
l o s s ,  (v )  wandering journey tov/ards "home" becomes 
lo v e r s  wandering towards ev en tu a l reu n ion , ( v i )  tempo 
a s  a b in d in g  power on ex p a n siv en ess  & subsequent e f f e c t  
on ch a ra c te r  d epth , ( v i i )  wandering as a p lea su ra b le  
d e v ic e ,  ( v i i i )  A r io s to 's  m etaphors f o r  h is  n a r r a tiv e  
method, ( i x )  the u se  o f  in ter la cem en t in  the Orlando 
F u r io so , (x )  d e v ic e s  u sed  to  keep up read er in t e r e s t  
amid w ea lth  o f s t o r i e s ,  ( x i )  A r io s to 's  r o le  as  
n a r r a to r , ( x i i )  u se  o f  the n a r r a to r , a u th o r ia l f ig u r e  
in  Homer, H e lio d o ru s , M alory, A r io s to , and
Shake spe a r e ' s romance s . 63-78
IV The M u ltiv e rse  Transform ed -  T ra n s la t in g  Romance In to  Drama 79-139
1 In tro d u c tio n :  i ,  a p p ra is a l  o f s tu d ie s  on d ram atic
a d a p ta tio n  o f n a r r a t iv e ,  o r  p ro se  f i c t i o n ,  so u rc es ; 
i i .  need to  c o n s id e r  romance drama on th e  same b a s is  as  
t r a g ic  o r  comic drama; i i i .  th e  q u a n t i ta t iv e  & q u a l i t a t iv e  
methods o f a n a ly s i s .  80-82
* 2 V/orks to  be examined in  d e t a i l  (Thomas Hughes' The
M isfortu n es o f  A rthur, Robert G reene's The H isto r y  o f
Orlando F u r io so , John Day* s The I s l e  o f  G u lls ) and
re a so n s  why. 82-84
3 An overview  o f e lev en  o th e r  P re-S hakespearean  romance
dram as, t h e i r  use  o f C la s s ic a l  romance m o tif s ,  and the  
v a r io u s  tra n sm u ta tio n s  o f th e  d ram atic  romance form . 84-96
i .  John L y ly 's  Campaspe, G a lla th e a , Mother Bombe. 84-87
i i .  George P e e le ' s  The Arraignment o f  P a r is , The
Old W ive's T a le . 88- 9O
i i i .  R obert G reen e 's  F r i a r  Bacon & F r i a r  Bungay,
The S c o t t i s h  H is to ry  o f James IV. 90-93
iv .  Anonymous p la y s : The Rare Triumohs o f Love &
F o rtu n e , M ucedom s, Clyomon & Clamydes,
Common C o n d itio n s . 93 -96
4 Thomas Hughes' The M isfo rtu n es  o f A r th u r . 96—108
i .  D ate , o ccas io n  o f f i r s t  perform ance. 96-98
i i .  Audience & company. 98-99
i i i .  Type of t h e a t r e ,  a u th o rs h ip . 99-100
iv .  Use o f so u rces  (C la s s ic a l  & m e d ie v a l) , q u a n t i f ­
ic a t io n  o f borrow ings and a l t e r a t i o n s .  IOO-IO4
V .  T.M .O.A.' s p a r t i c u l a r  romance co n v en tio n s:
( 1 ) s p e c ia l  use  o f Dumb Shows and C horuses, (2 ) the  
in te n s e  d id a c tic is m  o f th e  p la y , ( 3 ) th e  romance 
"home-coming" them e. IO4-IO 7
v i .  Dominant ty p e s  o f romance in  T.M.O.A. IO7-IO 8
v i i .  An end ing  which n u l l i f i e s  v/onder. .108
( v i i )
P age(s)
5 R obert Greene* s The H is to ry  o f O rlando F u rio so  . IO8- I I 9
i .  D ate , o ccasio n  o f  f i r s t  perform ance* 108-109
i i .  Audience & Company. IO9-IIO
i i i .  Type o f  th e a tr e ,  a u th o rsh ip . 110-111
i v .  Use o f so u rc e s , H a r in g to n 's  t r a n s la t io n  o f the
O rlando F u rio so  and th e  Orlando F u rio so  i t s e l f .  111-114
V . T .H .O .O .F .*s p a r t i c u l a r  romance co n v en tio n s:
%l) c h a r a c te r s , ( 2) u n ify in g  energy  o f th e  p la y ,
( 3) u se  o f romance in d e te rm in acy , ( 4 ) th e  
m arv e llo u s  romance en d in g , ( 5) u se  o f r e fe re n c e s  
& q u o ta t io n s , (6 )  f i n a l  com parison w ith  Orlando 
F u r io s o . 114-119
v i .  Dominant ty p e s  o f romance in  T .H .O .O .F. 119
6 John Day*s The I s l e  o f G u lls  . 119-135
i .  D a te , o ccas io n  o f f i r s t  perform ance. 119-120
i i .  Audience & company. 120-121
i i i .  Type o f t h e a t r e ,  a u th o rs h ip . 121-122
i v .  Use o f so u rc e s , S id n e y 's  A rc ad ia . 122-125
V .  T .I .O .G .' s  p a r t i c u l a r  romance co n v en tio n s:
( 1 ) D ay 's  th re e  in te n t io n s  o f p o l i t i c a l  lampoon, 
r ib a ld r y ,  and e le v a te d  p o e try ; th e  p la y  made f o r  
an aud ience  o f young g a l l a n t s ,  (2 ) th e  p o l i t i c a l  
lam pooning, ( 3 ) m in g lin g  of p o l i t i c s  & lo v e ,
( 4 ) r ib a ld r y ,  ( 5) e le v a te d  p o e try , (6 )  v i r t u e s
& f a i l u r e s  o f D ay 's  romance drama. 124-135
v i .  Dominant ty p es  o f romance in  T .I .O .G . 135
7 C onclusion. 135-139
i .  Three b a s ic  id e a s  of d ram a tic  u n i ty  c o n s id e red
w ith  re g a rd  to  T.M .O.A., T .H .O .O .F ., T .I.O .G . 135-137
i i .  Use o f  s ta n d a rd  romance c o n v en tio n s , d if f e r e n c e s  
su g g ested  betw een w r i t te n  n a r r a t iv e  & d ram atic  
n a r r a t i v e .  138-139
S h a k e sp e a re 's  M anner.of A d ap ta tio n  in  H is Romances -  
The O r ig in a l C h a ra c te r  o f H is Romance Sources & t h e i r
D ram atic R eproduction  140-194
1 In tro d u c tio n :  source m a te r ia ls  to  be compared, in te n d e d
manner o f com parison , th e  two c a te g o r ie s  o f S h a k e sp e a re 's  
.so u rc e s . I 4O-142
2 S h a k e sp e a re 's  P e r ic le s  & i t s  s o u rc e s . 142-156
i .  The problem o f a u th o rs h ip ; i i .  S h a k e sp e a re 's  o u t­
s ta n d in g  a l t e r a t i o n s  from source m a te r ia l ;  i i i .  Gower's 
c l ip p e d , n a ïv e  s ty le  v s .  T w ine 's  " f lu f f e d - o u t"  s ty le ;
iv .  In f lu en c e  o f Gower's s ty le  on S h a k e sp e a re 's  s ty le ;
V . S h a k e sp e a re 's  use o f Twine a s  a back-up  guide to  Gower;
v i .  D eath & re g e n e ra tio n  in  Gower & Twine; v i i .  The 
n a r r a t iv e  dynamic o f th e  A p o llo n iu s  o f Tyre leg en d ; v i i i .  
C h a rac te r i n t e g r i t y  in  Gower & T.vine; ix .  Use of fo r tu n e  in  
Gower & Twine, S h a k e sp e a re 's  s e c u la r iz a t io n  o f th e  
A p o llon ius o f Tyre  romance; x . S h a k e sp e a re 's  use  o f the  
f ig u r e  o f John Gower in  P e r ic le s  ; x i .  S h a k e sp e a re 's  
expansion  o f th e  use of music from h is  so u rc e s .
( v i i i )
Fage(s)
3 S h a k e sp e a re 's  Cymbeline & i t s  so u rc e s . 157-16?
i .  Abundance o f so u rces  f o r  Cym beline; i i .  Use o f 
H o linshed  & r e l a t i o n  o f th e  C h ro n ic le s  to  th e  genre 
o f romance; i i i .  In f lu e n c e  o f B o c c a c c io 's  w ager- 
s to ry  on S hakespeare ; iv .  D is t in c t io n  in  romance 
c h a ra c te r  betw een B o cc a cc io 's  w a g e r-s to ry  & th e  anony­
mous F rederyke o f Jennen w a g e r-s to ry ; v .  Use o f 
F rederyke of Jennen a s  back-up guide ; v i .  The Rare 
Triumphs of Love & F ortune  & th e  common use  o f 
romance themes & m o tif s .
4 S h a k e sp e a re 's  The W in te r 's  T ale & i t s  so u rc e s . I 67- I 78
i .  Im portance o f  H e l le n i s t i c  romances as  p rim ary  
source f o r  S h a k e sp e a re 's  rom ances; i i .  In f lu e n c e  o f 
G reen e 's  Pandosto  Sc romance m o tif s  sh ared  from 
P e r ic le s  so u rc e s ; i i i .  S h a k e sp e a re 's  dev elo p in g  a b i l i t y  
to  c re a te  romance drama; iv .  S h a k e sp e a re 's  a l t e r a t i o n  
o f L eo n tes ' c h a r a c te r ,  o f th e  r o le  o f fo r tu n e  to  th e  
r o le  o f tim e , h i s  use  o f th e  concep t o f g ra c e , awe­
in s p i r in g  e v en ts  & re u n io n , th e  r u r a l  f e s t i v i t i e s  
scene ; v . S h a k e sp e a re |s  use  o f F ra n c is  S a b ie 's  p o e try  
a s  a back-up  guide f o r  P an d o sto ; v i .  G o ld in g 's  
Metamorphoses a s  a p o s s ib le  in f lu e n c e  on s ty le ;
v i i .  P o s s ib le  in f lu e n c e  o f Mucedorus & S id n e y 's  
• A rcad ia  in  Cym beline, g e n e ra l p lo t  arrangem ent & 
m oral c o n t in u i ty .
5 S h a k e sp e a re 's  The Tempest Sc i t s  so u rc e s . I 78- I 83
i .  S p e c ia l la c k  o f im p o rtan t source m a te r ia l  f o r  The 
Tem pest; i i .  Suggested  so u rces  c o n ta in  no more th an  
th e  "raw m a tte r"  o f romance; i i i .  S h a k e sp e a re 's  
c o n f id e n t , m ature u n d e rs ta n d in g  o f th e  romance genre 
in  The Tempest.
6 C onclusion . 183-194
i .  The sh ared  romance in g re d ie n ts  between C la s s ic a l  
and m edieval romance & S h a k e sp e a re 's  so u rc e s ; i i .  The 
d is p a ra te  form  o f romance and i t s  d ram atic  a d a p ta b i l i ty ;
i i i .  S h a k e sp e a re 's  dev e lo p in g  a tte m p ts  to  o rd e r  romance 
d iv e r s i ty ;  iv* The in f lu e n c e  o f d iv e r s i ty  & sp e c ta c le  
from h i s  source m a te r ia ls ;  v . S h a k e sp e a re 's  u se  o f 
s t a b i l i z i n g  e lem en ts ; v i .  The b u i ld in g  o f r a p id  lo s s  Sc 
gain  p lo t s ;  v i i .  The c o n s tru c tio n  o f dramas o f r e t r e a t  
and re ju v e n a tio n ;  v i i i .  The r i c h  te x tu re  of language 
in  S h a k e sp e a re 's  rom ances; i x .  The s e a -c o a s t  o f 
Bohemia syndrome; x . S h a k e sp e a re 's  use o f th e  power 
o f in tu i t i o n  in  h i s  rom ances.
VI S h a k e sp e a re 's  Use o f th e  Romance S tr u c tu re .  195-250
1 In tro d u c tio n :  rev iew  o f s t r u c t u r a l  a n a ly s is  up to
t h i s  p o in t .  195-197
2 S h a k e sp e a re 's  u se  o f th e  romance m u lt iv e rs e . 197-210
i .  Romance a s  th e  b a s ic  s p i r i t  o f a l l  s t o r y - t e l l i n g  
(em phasis on s h e e r  c r e a t iv i t y )  in  S hakespeare , h is  use  
o f th e  a u th o r ia l  f i g u r e , demands f o r  im ag in a tiv e  a id .
( i z )
b)
s e lf -c o n s c io u s  r e f l e c t io n s  on th e  n a r r a t iv e  a r t ;  i i .
Romance a s  t h a t  form o f l i t e r a t u r e  in  which th e  
im ag in a tio n  i s  most l i b e r a te d  (em phasis on subconscious 
e x p re ss io n )  in  S hakespeare , h i s  p lay s  a s  im ag in ings o r  
dreams a s  opposed to  " re a lism " ; i i i .  Romance as a  t a l e  
o f  love  and ad v en tu re  (em phasis on s e n tim e n ta l i ty )  in  
S h akespeare , h i s  u se  o f lo v e , war, & unexpected  happen­
in g s ;  i v .  Romance as  a form  v i r t u a l l y  synonymous w ith  
th e  q u e s t genre (em phasis on th e  w andering a d v e n tu re r ) , 
h i s  q u e s t f i g u r e s ,  t r a v e l l e r ’ s way o f s e lf -d is c o v e ry ;
V .  Romance a s  l i t e r a t u r e ' s  most s y n c re t ic  genre (em­
p h a s is  on a sso rtm en t o f f i c t i v e  ty p e s ) ,  h is  use  o f the  
in co n g ru o u s, m ix tu re  o f th e  mundane and th e  removed; 
v i .  Romance a s  e p ic  l i t e r a t u r e  gone av/ry (em phasis on 
n a r r a t iv e  s c a le ) ,  h i s  u se  o f th e  panoram ic, myth & leg en d , 
p e rse v e r in g  h e ro , e p iso d e s , h o l i s t i c  p a t te r n ;  v i i .  Romance 
a s  h i s t o r i c  l i t e r a t u r e  gone awry (em phasis on e v e n tfu l 
c h r o n ic le ) ,  h i s  type  o f h i s t o r i c a l  m a te r ia l ;  v i i i .  Romance 
a s  a form  o f comedy (em phasis on w is h fu lf i l lm e n t)  -  
im portance o f th e  d i s t in c t io n  betv/een comedy and romance;
i x .  Romance as  f a i r y - t a l e  (em phasis on n a iv e te ) ,  h i s  use  
o f in to x ic a t in g  e x p e r ie n c e s , enchantm ent and in fo rm a tio n  
in  h i s  p la y s ;  x . Romance a s  a l i t e r a r y  form which 
approxim ates myth & r i t u a l  (em phasis on e lem en ts v/hich 
tra n sc e n d  th e  in d iv id u a l ) ,  h i s  u se  o f i n c e s t ,  e v i l  s te p ­
m other, f e s t i v a l ,  th e  good w izard  them es; x i .  Romance a s  
l i t e r a t u r e ' s  lo w est form  (em phasis on p e jo ra t iv e  m oral o r  
a e s th e t ic  judgem ent) -  w ith  re g a rd  to  J o n so n 's  c r i t i c i s m  
& S h a k e sp e a re 's  own aw areness o f th e  problem.
3 The O rdering  o f S h a k e sp e a re 's  Romances. 210-216
i .  Use o f th e  romance p l u r a l i t y  o f form s by Hughes,
G reene, & Day; i i .  M imetic p lu ra lis m  and the  " id e a l iz e d  
w orld" o f romance; i i i .  S h a k e sp e a re 's  use o f a  s e a - l ik e  
a tm osphere, a  sense  o f f l u i d i t y  and flo w in g ; i v .  use  o f 
tim e , m usic , m agic; v . The a s s o c ia t iv e  l i n g u i s t i c  s ty le  
o f S hak esp eare ’ s rom ances; v i .  L is t  o f p re v io u s ly  n o ted  
te ch n iq u es  in  S h a k e sp e a re 's  romance m u ltiv e rs e .
4 The S tru c tu re  o f P e r i c l e s . 216-227
i .  Length , number o f s c e n e s , dom inating  s u b je c t o f the  
a u d ie n c e 's  a t t e n t io n ,  o v e ra l l  tone and th em atic  a rra n g e ­
m ent; i i .  E p is o d ic a l  c h a r a c te r ;  i i i .  Use of th e  f ig u r e  o f 
John Gower; i v .  Use o f a n a lo g ic a l ,  y e t  a p p a re n tly  random 
c o n t in u i ty ;  v . Use o f s u r p r i s e s ;  v i .  A n a ly sis  of the  
p l a y 's  c o n t in u i ty ;  v i i .  S h a k e sp e a re 's  s p e c ia l  use o f 
tim e in  th e  s t r u c tu r e  o f P e r i c l e s .
5 The S tru c tu re  o f Cym beline. 227-233
i .  Length , number o f scen es , dom inating  s u b je c t o f the  
a u d ie n c e 's  a t t e n t io n ,  o v e ra l l  tone and th em atic  a r ra n g e ­
m ent; i i .  Use o f a n a lo g ic a l  c o n t in u i ty  and d is r u p t iv e  
s u r p r is e s ;  i i i .  In c o n g ru ity  in  c h a r a c te r  developm ent;
iv .  Use o f . Imogen as  a b in d in g  Diana f ig u r e ;  v . S t r u c tu r a l  
u se  o f th e  war theme; v i .  P lacem ent o f the  ep iphany & 
rea so n s  f o r  th e  le n g th y , complex denouement.
{^ )
-gage (s )
6 The S tru c tu re  of The Winter* s T a le . 233-241
i .  L ength , number of sce n e s , dom inating  s u b je c t o f the  
a u d ie n c e 's  a t t e n t io n ,  o v e ra l l  tone and th em atic  
arrangem ent; i i .  Use o f ap p aren t randomness and em otional 
co m p lem en ta ritie s  in  th e  n a r r a t iv e ;  i i i .  The con fusion  o f 
v a lu e s ;  i v .  The developm ent o f S h a k e sp e a re 's  a b i l i t y  to  
b len d  o p p o s ite s ;  v . S t r u c tu r a l  d iv is io n  of the  p la y ;
v i .  The theme o f change in  The W in te r 's  T a le .
7 The s t ru c tu re  o f The Tempest. 214-246
i .  L ength , number o f sce n e s , dom inating  s u b je c t  o f th e  
a u d ie n c e 's  a t t e n t io n ,  o v e ra l l  tone and th em atic  
arrangem ent; i i .  M ixture of p e rp le x i ty  and o r d e r l in e s s ;
i i i .  Use of a p p a re n tly  random s t r u c tu r in g  in  th e  p la y ;
iv .  T rag ic  v e in  and romance in d e te rm in acy ; v . The 
T em pest's  b i t t e r - s w e e t ,  r e s t l e s s  q u a l i ty ;  v i .  P lace  of 
The Tempest w ith  re g a rd  to  th e  o th e r  rom ances.
8 C onclusion . 246-250
i .  S h a k e sp e a re 's  developm ent from  a c a u tio u s  to  an 
o v e r-a m b itio u s , th en  c a u tio u s  and f i n a l l y  b a lan ced  
a ttem p t to  c re a te  romance; i i .  Comparison to  Hughes,
G reene, & Day; i i i .  The Tempest f in d s  th e  b a lan ce  of 
romance; iv .  The m oral arrangem ent o f c h a ra c te r s  & 
them es.
V II Odyssean Themes in  S hakespearean  Romance. 251-282
1 C r i t i c a l  aw areness o f Odyssey a s  romance & of th e
r e l a t i o n  betw een Homer's & S h a k e sp e a re 's  rom ances. 251-254
2 The f ig u r e  of Odysseus and th e  O dyssey, 254-256
i .  The c re a t iv e  w anderer; i i .  Odysseus f ig u r e  as 
romance a rc h e ty p e ; i i i .  The q u es t g en re .
3 The Odyssey, th e  Odysseus f ig u r e ,  & S h a k e sp e a re 's
rom ances. _ 256-266
i .  The u n ify in g  & d iv e r s i f y in g  theme o f  w andering;
i i .  Amalgam o f  l i t e r a r y  form s in  Homer & Shakespeare:
!l )  subconscious e x p re s s io n , (2 )  lo v e  & a d v en tu re ,3) comedy & p a th o s , (4 )  h i s t o r i c a l  re le v a n c y , ( 5) f a b le ­l i k e ,  n a iv e  e lem en ts , (6 )  b o th  d esigned  f o r  p u b lic  
perform ance; i i i .  Shared romance d e v ice s  in  Homer &
S hakespeare: ( l )  C h a r a c te r i s t ic s  o f th e  jo u rn e y , (2 )  Use 
o f th e  sea  & i s l a n d s ,  ( 3 ) N a rra tiv e  s i m i l a r i t i e s ,  (4 )  The 
r e tu r n  o f th o se  th ough t to  be dead , ( 5) Use o f b e s t i a l  
f ig u r e s ,  (6 )  C h a r a c te r i s t ic s  o f th e  p ro ta g o n is ts ,  ( 7 ) Use 
of th e  t a l e - w i t h i n - a - t a l e .
4 M ale-fem ale r e la t io n s h ip s  in  Hom er's & S h a k e sp e a re 's
rom ances. 266-275
i .  Thematic developm ent o f p u re , v ir tu o u s  women v s . 
e v i l ,  d e s t r u c t iv e  women, women as  a fo rc e  which b o th  
r e p e ls  and a t t r a c t s  th e  male p ro ta g o n is ts ;  i i .  The 
th em atic  sequence o f women in  th e  O dyssey; i i i .  The 
th em atic  sequence o f women in  S h a k e sp e a re 's  rom ances:
( 1 ) P e r ic le s  a p a t te r n  o f women e f f e c t in g  a w anderer.
(x i )
( 2 ) C.-'/TTi'beline, d e s t r u c t iv e  women in  m en 's m inds,
( 3) The W in te r 's  T a le , w andering in  a sou lscape  of 
e r r o r ,  n a r r a t iv e  s h i f t  from  e v i l  to  v ir tu o u s  women as 
dom inating  f o r c e ,  (4 )  The Tem pest, P ro sp e rs  a s  a  man 
f r e e in g  h im se lf  from  women. P ro sp e rs  & Odysseus as  
l i t e r a r y  k in .
5 S h a k e sp e a re 's  d ev e lo p in g  sense o f an Odysseus
f ig u r e .  275-277
i .  P e r i c l e s ' c h a r a c te r  of p a tie n c e  & r e s t r a i n t ;
i i .  The w ily  Imogen; i i i .  C am illo & A u to lycus.
6 Odyssey & Odysseus compared to  The Tempest &
P ro sp e rs . 277-282
i .  S im ila r  n a r r a t iv e s  o f s e p a ra tio n  & re u n io n , 
v e x a tio n  & d e l ig h t ;  i i .  Reunion jo y  in  The Tempest 
and th e  sense of an u n s e t t l e d  end ing ; i i i ,  Odysseus 
& P ro sp e rs : h a rd -e n d u rin g , r e s t l e s s ,  and c r a f ty ;
iv .  How P ro sp e rs  does n o t g ive  up h i s  charm s; v . The 
darkness in  th e  end ing  o f th e  Odyssey & The Tem pest, 
th e  p e c u l ia r  sense of im balance,
7 C onclusion . 282
V III  The Theme o f Love in  S h a k e sp e a re 's  Romances. 282-320
1 G eneral c h a r a c t e r i s t i c s  o f love  in  S h a k e sp e a re 's
rom ances. 283
2 Love in  th e  l i t e r a t u r e  of rom ance. 283-287
i .  O dyssey: p h ilo s  & e r o s ; i i .  H e l le n i s t i c  rom ances: 
c h a s t i ty  & a d o le sc e n t lo v e ; i i i ,  M a lo ry 's  Le M orte 
D 'A rth u r: th e  r i s k s  o f m ature p a s s io n , d is ru p t iv e  & 
tra n s c e n d e n ta l  lo v e ; i v .  A r io s to 's  Orlando F u r io s o : 
love  Sc m adness, love  as  a s o c ia l  fo rc e ;  v . Love in  
p re-S hakespearean  romance drama: d id a c t ic ,  c h a o t ic ,  
l i g h t - h e a r t e d .  Sc bawdy.
3 From e a r ly  E n g lish  romance drama to  S hakespeare . 289- 29O
i .  The b in d in g  fo rc e  o f a lo v e  s to ry ;  i i .  D iffe re n c e  
in  Shakespeare between c o n s ta n t Sc in c o n s ta n t  lo v e .
4 Love in  P e r i c l e s . 29O-296
i .  Love as  sex u a l a rd o u r Sc p u b lic  r e s p o n s ib i l i ty ;
i i .  H ealthy  s e x u a l i ty  o f P en tapo l i s ;  i i i .  Love o f 
H e lican u s; iv .  Development o f profound lo v e ;
V . P e r ic le s  te m p o ra r ily  removed to  develop  o th e r  
form s o f lo v e ; v i .  E m otional s t a b i l i t y  o f th e  
p ro ta g o n is ts  ; v i i .  Recovery a s  an expansion  o f m ystery ;
v i i i .  D iana v e rsu s  P r ia p u s .
5 Love in  Cymbeline. 296-304
i .  Love Sc war; i i .  D issem bling  love  v s .  t ru e  lo v e ;
i i i .  S h o r t- s ig h te d  lo v e ; i v .  Imogen as  D ia n a - f ig u re ;
V . Concept o f c h a s t i ty  w ith  re g a rd  to  manhood, 
s o c ia l - s ta n d in g ,  p le a su re  & in v e s tm en t; v i .  Love Sc 
v a lu e ; v i i .  C o d ified  love o f law ; v i i i .  Imogen as 
lo v e 's  to u c h s to n e ; ix .  Love, d e a th . Sc th em a tic  
c o u n te rb a la n c in g .
( x i i )
P a g e(s)
6 Love in  The W inter*e T a le . 304-312
i .  A ffe c tio n ; i i .  Love m isunderstood  o r s u f f e r in g  
b eg in s  th e  rom ances; i i i .  M am illiu s; iv .  C ru e lty  
in  lo v e ; v . P e r d i ta ;  v i .  C o u n se llo r f ig u r e s  in  th e  
rom ances; v i i .  The d a rk e r em otions co n tin u e  in  
The Winter* s T a le ; v i i i .  A u th en tic  & i l l u s o r y  form s 
o f lo v e ; i x .  Love & th e  p l a y 's  l a s t  scene .
7 Love in  The Tempest. 312-317
i .  Love down to  e a r th ;  i i .  T o le ra n t & a l l - i n ­
c lu s iv e  lo v e ; i i i .  P rospero  as  a god o f power & 
h i s  o rd e rin g  to  a  schedule  o f lo v e ; i v .  Love as 
a  rew ard; v . Love & o rd e r ; v i .  A r ie l  & C aliban ;
v i i .  O ffended love  in  P ro sp e ro ; v i i i .  Love & 
iro n y ; i x .  R e a l i s t i c  love  & v i r g i n i t y .
8 C onclusion . * 317-319
i .  Love i s  th e  w a n d e re r 's  guide in  S h a k e sp e a re 's  
rom ances; i i .  Im portance of c h a s t i ty ;  i i i .  The 
argument of lo v e  -  love  b a la n c e s  o p p o s ite s .
IX G eneral C onclusion to  "Shakespeare and th e  N atu re  of
Romance" . 320-346
1 The c o n t in u i ty  & developm ent o f th e  romance form . 320-321
2 S h a k e sp e a re 's  u se  o f  romance.
i .  C oncen tra te  on a c o n s is te n t  s e t  o f p ro ta g o n is ts ;
i i .  P rese rv e  r a th e r  th an  develop  c h a r a c te r s ;  i i i .
R eso u rce fu ln ess  o f  c h a r a c te r s ;  iv .  C o n cen tra tio n  o n • 
th e  p ro cess  o f change, th e  o c ea n ic ; v . The " re a lism "  
o f  romance; v i .  Romance a s  a  d iv e r s i ty  which r e s u l t s  
in  u n i ty ;  v i i .  Use o f tim e ; v i i i .  Use o f prophecy & 
v is io n ,  ix .  Time & space ; x . The iro n y  o f tim e;
x i .  Time, lo v e , & d e a th .
3 S h a k e sp e a re 's  rom ances compared to  h i s  comedies &
tr a g e d ie s .  330-345
i .  The d if f e r e n c e s  betw een comedy & romance: 330-337
( l )  The romance m u lt iv e rs e , (2 )  Use o f wonder, (3 )  Use
o f  s a t i r e ,  ( 4 ) Use o f e s tran g em en t, ( 5 ) A tt i tu d e  
tow ards s o c ia l  o rd e r ,  F a l s t a f f  f ig u r e ,  (6 )  The 
h e ro in e s  in  romance.
i i .  The d if f e r e n c e  between tra g e d y  & romance: 337-345
( 1 ) The romance m u ltiv e rs e , (2 )  D if f e re n t  tem pos,
( 3) C oncen tra ted  v s .  expansive  n a r r a t iv e ,  ( 4 ) The 
d if fe re n c e  in  s u r v iv a l , ( 5) P r a c t i c a l  s t r e n g th s  o f 
romance, (6 )  Sense o f an en d in g , d ea th  v s .  a  ba lan ce  
o f  o p p o s ite s .
A fterw ord . 345-346
i .  The n e x t s te p  i s  an a n a ly s is  o f S h a k e sp e a re 's  
a b i l i t y  to  r e p re s e n t  o p p o s ite  e lem en ts w ith  
eq u a l f o r c e .
( x i i i )
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1 D e f in i t io n s  and In tro d u c tio n
Romance i s  n o t an easy  l i t e r a r y  form to  d e f in e . I t  i s  a wander­
in g , in c lu s iv e  form o f l i t e r a t u r e ,  one o f th e  most w id e-rang ing  
l i t e r a r y  form s e v e r c re a te d .  7/orks o f romance c h a r a c t e r i s t i c a l l y  
occupy a " u n iv e r s a l . . .n e u t r a l  space" in  l i t e r a t u r e ,  a s  W.H. Auden 
rem arked, p roducing  n a r r a t iv e s  "where a l l  i s  need and change. . . im pro- 
v i s a t i o n . . .g ap s  and asym m etrical e v e n ts ."  In  o rd e r  to  g e t ou r 
h e a r in g s  in  t h i s  s tu d y , i t  i s  n e c e ssa ry  to  beg in  by rev iew in g  th e  
d i f f e r e n t  co n cep tio n s  o f romance which have developed  s in ce  i t  became 
a to p ic  o f c r i t i c a l  c o n s id e ra t io n . One may d is t in g u is h  a t  l e a s t  
e lev e n  d i f f e r e n t  id e a s  o f th e  p r in c ip a l  fu n c tio n  and e s s e n t i a l  n a tu re  
o f th e  genre o f romance.
The f i r s t  and most e x te n s iv e  co n cep tio n  o f romance i s  to  re g a rd
i t  a s  th e  b a s ic  s p i r i t  o f a l l  s to ry  t e l l i n g ,  a s  W.P. K ef s a id ,  "one i s
in c l in e d  to  ta k e  Romance a s  a  name f o r  th e  most s u b tle  s p i r i t  o f
2
im a g in a tio n , f o r  th e  q u in te sse n ce  o f  p o e try ."  More r e c e n t ly  t h i s  
a p p ra is a l  o f th e  term  h as been re p e a te d  by W.H. Auden in  h i s  a s s e s s ­
ment o f S hakespeare’ s The Tempest in  h i s  lo n g  poem "The Sea and th e  
M ir ro r ," ^  and by K enneth R exro th  v/ho c l a s s i f i e d  romance a s  th e  b e g in ­
n in g  p o in t f o r  a l l  p rose  f i c t i o n  in  w este rn  l i t e r a t u r e . ^
W.H. Auden, "The Sea and th e  M irro r  -  A Commentary on S h akespeare’ s 
The Tem pest, " in  th e  c o l le c t io n  F o r The Time B eing (London: F ab er & 
F a b e r, 1945)» PP«7-60, above quote p p .5 3 ,p i .
2
W.P. K er, C o lle c te d  E ssays V o l .I I  (London: M acm illan & C o .,L td . ,  
•1925) , p .321.
^ V/.H. Auden, "The Sea and th e  M irro r  -  A Commentary on S h a k e sp e a re 's  
The Tem pest, l o c . c i t . , e s p e c ia l ly  in  th e  s e c tio n  "C aliban  to  th e  
A udience , " p p .31-58.
^ K enneth R exro th , "The A rt o f  L i t e r a tu r e , "  in  The New E n cyclopaed ia  
B r i ta n n ic a , V o l.10, M acropaedia (C hicago: W illiam  B en to n ,P u b ., 1943- 
Î 9 7 3)> PP•i  041-IO 49 » see e sp .p ,1 0 4 8 . C f .a ls o  two v e ry  in t e r e s t i n g  a s s e s s ­
m ents o f romance a lo n g  th e se  l i n e s :  N orth rop  F r y e ,Anatomy o f  C r it ic is m  
(P r in c e to n  U n iv e rs ity  P r e s s ,1957> p h .r p t . ' 7 l ) »P * H 7 î C .S. Lew is, The 
D isca rd ed  Image( C am bridge :U n iversity  P r e s s ,1 9 6 4 ,r p t . ’7 0 ) ,p p .9 -10 .
K a
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A second co n cep tio n  o f romance i s  to  re g a rd  i t  as  th a t  form of 
l i t e r a t u r e  in  which th e  im a g in a tio n , b o th  o f th e  a u th o r  and o f th e  
au d ien ce , i s  most l i b e r a t e d ,  a "work o f f i c t i o n  in  which th e  im agin­
a t io n  i s  u n r e s t r i c t e d ,  a s  opposed to  re a l is m , which f a i t h f u l l y  d e p ic ts  
a c tu a l  l i f e . T h i s  d e f in i t io n  o f romance em phasizes i t  a s  th e  form  
o f  l i t e r a t u r e  c lo s e s t  to  th e  subconscious m ind, w hile  shad ing  o f f  in to
re g a rd in g  i t  a s  an e s p e c ia l ly  en ch an tin g  l i t e r a t u r e ,  one which i s  
f a n t a s t i c ,  s e n s a t io n a l ,  p o s s ib ly  gloomy, somewhat p ro p h e tic  and 
a l l e g o r i c a l ,  o f te n  w him sical in  s t r u c tu r e  -  y e t  s t i l l  p roducing  a 
un ifo rm  v is io n .  Two o u ts ta n d in g  a d h e re n ts  o f  t h i s  d e f in i t io n  would be 
Henry James in  h i s  p re fa ce  to  The American^.'and N a th a n ie l Hawthorne in
7
h i s  p re face  to  The House o f th e  Seven G ab les . '
A th i r d  co n cep tio n  o f rom ance, in d e b te d  a s  much to  c r i t i c a l
re a d in g s  o f m edieval c o u r t ly  romance as  to  H e l le n i s t i c  rom ance, i s  to
th in k  o f romance a s  p r im a r i ly  a v/ork o f l i t e r a t u r e  which t e l l s  a t a l e
o f  love and ad v en tu re ; one e s p e c ia l ly  in  which the  " id e a l i s in g
8im ag in a tio n  / i s /  e x e rc is e d  about s e x ."  Thus in  h is  D ic tio n a ry  Dr. 
Johnson d e fin e d  romance as  a  " ta le  o f w ild  a d v en tu res  in  war and
9
love,"*''^ and in  S h ip le y 's  D ic tio n a ry  o f World L i te r a r y  Terms romance i s
H .L .Y elland , B.C. Jo n es , K .S .W .Easton, e d s . , A Handbook o f L i te r a r y  
Terms (London: Angus & R obertson , 1955> r p t .  *65) , p .174»
^ Henry Jam es, P re fac e  to  The A m erican, in  the  New York e d i t io n  o f  
th e  N ovels & S to r i e s . See : The N ovels & T a les  o f Henry Jam es. New York 
e d i t io n ,  24 V olsT  (New York: S c r ib n e rs , 1907-1917)? The Am e ric an , V ol. 
2 , and th e  p re face  to  The P r in c e ss  Casamassima, V o ls .5 -6 T
7
N ath an ie l Hawthorne, P reface  to  The House o f The Seven C ables 
(London: J.M .D ent & S o n s ,, L t d . , 1 9 0 7 ;fp t . ,1 9 l6 y % p p .x i-x i i i .
^ C .S .L ew is, The A lleg o ry  o f Love (O xford: U n iv e rs ity  P r e s s ,1936, 
r p t . 1938) '  Lewis i s  th in k in g  here  e sp . o f  th e  Roman de l a  Rose. See: 
C h .I I I ,p p . l l2 - 1 5 6 .
^ Samuel Johnson , A D ic tio n a ry  o f  The E n g lish  Language V o l .I I  
(London: W. Btraham, 1756)j n o .p ag .
(3)
BUnimarized a s  a " sto ry  o f  g a lla n t  lo v e ." ^ ^  I t  i s  from t h i s  d e f in it io n
th a t  the word romance has acqu ired  i t s  m odem , popular sen se  o f  a
sen tim en ta l lo v e  adventure.
As a fo u r th  p o s s i b i l i t y ,  o th e r s  have cla im ed th a t  romance i s
v i r t u a l ly  synonymous w ith  th e q u est gen re . When read t h i s  way romance
i s  understood  a s  th e genre o f  change, e i t h e r  gradual change ( l in k in g  i t
vd th  th e id e a  o f  ev o lu tio n ^ ^ ) or sudden change ( l in k in g  i t  w ith  the
12id e a  o f  r e v o lu tio n  ) .  Counted among th ose  who have thought o f
romance in  term s o f  the q u est genre are Thomas Mann, s p e c i f i c a l l y
leri
14
13throughout h i s  n o v e l Joseph And H is B ro th e s , and Joseph Campbell in
h i s  study The Hero With A Thousand F a c e s .'
Then th ere  are the c r i t i c a l  th e o r ie s  about romance which regard  i t  
p r im a r ily  as an impure l i t e r a r y  k in d , a s  e i th e r  an id e n t i f i a b le  
l i t e r a r y  b astard  whose parentage may be d isco v ere d  by d i l ig e n t  
in v e s t ig a t io n  -  or e l s e  an i l l i g i t i m a t e  production  spawned upon
J .T .S h ip le y ,  D ic tio n a ry  o f World L i te r a r y  Terms (London: A llen  & 
Unwin, L t d . , 1943, r p t . ‘7 3 ), p . 279.
As by Raymond W illiam s in  h i s  Modem Tragedy (London: Chat to  &
Windus, 1969) .
12 As by A ltheira in  h i s  L i t e r a tu r  und G e se lls c h a f t  im ausgehenden 
A lte rtu jn  (H a lle : 1948).
Thomas Mann, Die G esch ich ten  Jaakobs (B e r l in :  S .F is c h e r  V e rla g , 
1933) jPP.XLVII-XLIXj in  t r a n s la t io n  "The T a les  o f  J a c o b ,"  th e  f i r s t  
v o l .  o f Joseph  and H is B ro th e rs , tra n s .H .T .L o w e -P o rte r  (Hew Y ork :B orzo i,
1968) p p .24- 25.
M ann's term  in  th e  o r ig in a l  German i s  "d er Roman d e r  S e e le " . The 
German language makes th e  d i s t i n c t io n  betw een "Romanze" and "Roman".
By "Romanze" i s  meant what i n  E n g lish  would be c a l l e d  th e  " b a l la d " ,  
from  th e  Cid to  Robin Hood, "e ine  k le in e  e p is c h e - ly r is c h e  D ich tung".
By "Roman" i s  meant the  wide range o f w r i t in g  which in  E n g lish  i s  
r e f e r r e d  to  as  "rom ance", from the  L an ce lo t romances o f th e  m iddle 
ages th rough  th e  w r it in g s  o f H o v a lis  and th e  h o r ro r  s t o r i e s  o f Ludwig 
T ieck , th u s  lo o s e ly  d e fin e d  as  "ep isch e  D ichtung in  P ro sa " . F or more on 
th e se  d e f in i t io n s  see ; D eutsches L i te r a tu r -L e x ic o n , ed . Von V/ilhem 
Kosch (B e r l in :  A .Francke A G.Verlag, V o l.I ,1 9 4 9 ,V o l.I I I ,1 9 5 6 )> V o l.I ,p .8 5 ;  
V ol. I l l , pp .229 3- 2294, 2298.
Joseph  Cam pbell, Tlie Hero W ith a  Thousand Face s( P rin ce  to n  :U n i- 
v e r s i t y  P r e s s ,2nd e d . l9 ^ >  r p t . ’^ TsT*

(4)
l i t e r a t u r e  by a lm ost ev ery  o th e r  l i t e r a r y  o r  q u a s i - l i t e r a r y  form .
Thus a  f i f t h  co n cep tio n  o f  romance i s  a s  l i t e r a t u r e ' s  most syn­
c r e t i c  g en re , a s  su g g ested  by S i r  W alter S c o tt ;  romance i s  " l ik e  a 
compound m e ta l, d e r iv e d  from  v a r io u s  m ines, ^ t  i s  l i k e  a s u b s ta n c e / 
in  which one m eta l o r  a n o th e r  i s  a l t e r n a t e l y  p red o m in an t.. . a l l  o f
which a re  a llow ed to  be a c c e ssa ry  to  form  th e  f u l l  m a jesty "  o f th e  
15romance form , R eading romance in  t h i s  way, i t  i s  th en  d is t in g u is h ­
ed from o th e r  gen res  by i t s  c o n s is te n t ly  odd medley o f n a r r a t iv e
m a te r ia ls  -  ran g in g  from  s tra n g e  p e rso n a l names to  em otional d i s ­
c o n t in u i ty .^ ^  W ith t h i s  d e f in i t io n  romance i s  co n s id e re d  to  be b u i l t  
o f a  " s to ck  o f . . . m o t i f s . . . s o  l a r g e . . .  / w i t ^ s o  many a c c re t io n s  from  
h i s t o r y . . . c l a s s i c a l  e p ic  a n d .. .m ythology th a t  a lm ost any k in d  o f
f i c t i o n ,  from th e  p io u s  apologue to  th e  e r o t i c  n o v e l la ,  can f in d  a
17p lace  w ith in  i t s  b o u n d a r ie s ."
A s ix th  way romance h as been conceived  i s  a s  a b ran ch  o f e p ic  
l i t e r a t u r e  gone awry, i n  w hich, d e s p ite  many s u p e r f i c i a l  resem blances 
w ith  e p ic ,  th e  n a r r a t iv e  la c k s  u n i ty  and c h a r a c te r s  a re  no t w e l l -  
d e f in e d . The s to ry  o f  a draw n-out love  a f f a i r  betw een a  man and a 
woman, o r  o f th e  w ide ly  and i l l o g i c a l l y  s c a t te r e d  ad v en tu res  o f a  hero  
o r  h e ro in e , re p la c e  th e  s tro n g ly  u n ify in g  c e n t r a l  s tru g g le  c h a r a c te r ­
i s t i c  o f an e p ic .  U ltim a te ly  l in k e d  w ith  t h i s  d e f in i t io n  o f romance as  
a form  o f e p ic  l i t e r a t u r e  a re  th e  e lem en ts  o f tra g e d y  which one may
S i r  W alter S c o t t ,  The Supplement to  th e  4 th , 3 th , and 6 th  e d s . o f 
th e  E ncyclouaed ia  B r i t annica^ ( E dinburgh : A rch ib a ld  C onstable & C o., 
ÏB 24I ,  V o l . I l l ,  pp .435^455r"
E s p e c ia l ly  prom inent h e re  i s  th e  most i n f l u e n t i a l  v/ork o f modem 
sc h o la rs h ip  on the  H e l le n i s t i c  rom ances, Erwin Rohde, P e r g rio sch e  
Roman und se in e  V o rla u fe r  (L e ip z ig ; B re itk o p f  und H a r te l ,  I 914, 3rd  e d ., 
o r ig .  p u b .1876) . In  h i s  a n a ly s is  Rohde f i l t e r s  down th e  s y n c re t ic  
m ix tu re  argument u n t i l  he c a l l s  romance a h y b rid  o f  th e  q u e s t , o r  
t r a v e l  s to ry  and th e  e r o t i c  t a l e .
Graham Hough, A P reface  To The F a e r ie  Queene (London: Duckworth, 
1 9 6 2 ),p .2 2 4 .
L t^  h'^xtr
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f in d  in  many r o m a n c e s . M a n y  o f th e  e a r ly  a tte m p ts  o f t h i s  c en tu ry
in  E n g lish  c r i t i c i s m  to  d e f in e  romance approached i t  from t h i s  angle
19o f re g a rd in g  i t  a s  a  form o f e p ic .
A sev en th  co n cep tio n  o f romance sees  i t  as  a  c o rru p te d  b ran ch  o f 
h i s to r y ,  e f f e c te d  e s p e c ia l ly  by s c h o la s tic ism  and a n tiq u a r ia n is ra . The 
c h a r a c t e r i s t i c  s t r e s s e s  o f romance on o b je c tiv e  d e t a i l ,  n a r r a t iv e  
d ig re s s io n s ,  a co nvo lu ted  s to ry  l i n e ,  th e  in c lu s io n  o f a p p a re n tly  
d e s u lto ry  m a te r ia l ,  and th e  u se  o f h i s t r i o n i c s  a re  re a d  a s  d i s to r t io n s  
o f an h i s t o r i c a l  n a r r a t iv e  s t y l e .  F or th o se  s c h o la rs  who u n d e rs tan d  
romance t h i s  way and o n ly  t r a c e  th e  genre a s ' f a r  back a s  th e  e a r ly  
M iddle Ages th e  f i r s t  examples o f th e  form  a re  u s u a l ly  tak en  to  be th e  
" th re e  romans d ' a n t i q u i t é , a l l  composed in  th e  p e rio d  I I 3O -I I63: Roman 
de Thebes. . . Roman d 'E n e a s . • «Roman de Tr o i e . Schol a r s  who u n d e rs tan d  
romance a s  a type o f c o rru p te d  h i s to r y  and t r a c e  i t  as  f a r  back as  
C la s s ic a l  A n tiq u ity  g e n e ra l ly  b e l ie v e  th e  f i r s t  com plete example o f  th e  
form  to  be e i t h e r  th e  f a n c i f u l  w r i t in g s  about th e  co n q u ests  o f A lexander
th e  Great by C a llis th e n e s  o f  O lynthus, commonly r e fe r r e d  to  as The
f a n c i f u l  
/V W A A
21
A lexander Romance, or Xenophon's s im ila r ly  account o f  Cyrus
18 A r i s to t l e ,  a s  w i l l  be shown in  th e  n ex t c h a p te r , n o ted  th e  
Odyssey' s  romance c h a r a c t e r i s t i c s ,  y e t  d e fin e d  th e  Odyssey in  b o th  
t r a g i c  and comic te rm s.
E s p e c ia l ly  W .P .K er's  E p ic  and Romance (New York: Dover P u b l . , I n c . , 
1937, r p t .  o f 1908 e d . ) .
20  "A r t ic le  by Eugene V inaver and F re d e r ic k  W hitehead, e n t i t l e d
"Romance (L ite r a tu r e ) ,"  in  The New E n cyclopaed ia  B r ita n n ic a , V o l.
1 3 , M acropaedia (C hicago: W illiam  B en ton , ru b .,1 9 4 3 -1 9 7 3 )9 P p .1021-1024,
above q u o te ,p .1021.
21 The w r it in g s  o f C a l l is th e n e s  o f O lynthus (c.330BC) e x i s t  in  an 
"A ," "B," and " G ,"  v e rs io n . An E n g lish  t r a n s la t io n  o f th e  "A" 
v e rs io n  e x i s t s  by E l iz a b e th  H azelton  H a ig h t, The A lexander Romance 
(New York: L o n ^ a n s , Green & C o., 1934).
(6)
22th e  G reat, th e C yropaedeia.
An e ig h th  un derstan d in g  o f  roraEUice i s  a s  a form o f  comedy, to  
p la ce  i t  a s an advanced l in k  in  th e comic chain  and a c co r d in g ly  regard  
i t  a s  the genre par e x c e lle n c e  o f  p sy c h o lo g ic a l w is h fu lf  i l lm e n t .  Tvjo
o f  th e  major contem porary proponents o f  t h i s  concept are Northrop
23 24Frye and Cyrus Hoy. In  h is  Anatomy o f  C r it ic ism  Frye goes so f a r
a s  to  homogenize th e  two gen res by p a r a l l e l l in g  the fo u r th , f i f t h ,  and
s ix t h  phase o f  comedy and romance. He su b seq u en tly  read s th e se
advanced s ta g e s  o f  the two form s a s  v i r t u a l ly  id e n t ic a l  r e p r e se n ta t io n s
o f  advanced s ta g e s  in  a "redeemed so c ie ty "  and an en tran ce  in to  and
25through the "v/orld o f  innocence and romance."
A n in th  co n cep tio n  o f  romance i s  a s  a form o f  th e  f a i r y - t a l e  gen re,
a s  a work which i s  d esign ed  to  appeal to  a d u lts  in  the same n a iv e  way
th a t m a rv e llo u s , abundantly f a n c i f u l ,  f a b le - l ik e  s t o r ie s  are d esig n ed
f o r  c h ild r e n . T his i s  n o t a 'p e jo r a t iv e  d ism is sa l o f  romance, bu t
ra th e r  another way o f  e x a u lt in g  the genre and s e t t in g  i t  apart -  ju s t
out o f  c r i t i c a l  rea ch . In  t h i s  way Una E llis -F e r m o r  read s S h ak esp eare's
J .]
„27
26romances and R .R , T o lk ien  u sed  th e term o f  romance in  h i s  e s sa y  "On
F a ir y -S to r ie s .
22 The C yropaedia o f Xenophon; Xenophon-C yropaed ia (London; W illiam  
Heinemann, 1 9 Ï6 )V tran s . by W alter M i l le r ,  2 V ols.
T his was th e  work which S i r  P h i l ip  S idney p ra is e d  e f f u s iv e ly  in  
h i s  A polo ,^  f o r  P o e try  as  "an a b so lu te  h e ro ic a l  poem". See: S i r  P h i l ip  
S idney , An Apoloyy f o r  P o e try , ed . G .Shepherd (M anchester: U n iv e rs ity  
P r e s s ,  1965. r p t . '7 3 ) >p.103.
23 N orthop F ry e , Anatomy o f C r i t ic is m , . ,  p p .l8 6 -2 o 6
^  Cyrus Hoy, "Comedy," in  The New E n cy clopaed ia  B r i t an n ica , V o l.4 , 
M acropaedia (C hicago; W illiam  B enton , Pub.,1 9 4 3 -1 9 7 3 )> PP.95^-967> and 
The H yacinth  Room (New York: A lfred  A .K n o p f,1 9 6 4 )esp ,p p .270-271.
25 N orthrop  F ry e , Anatomy o f C r i t ic is m , lo c . c i t . , p . l8 2 .
26 Una E llis -F e rm o r , The Jacobean Drama -  M  I n te r p r e ta t io n  (London; 
Methuen & Co. L td . ,1936T% th ed .l9 :)37 jP p .263-2^9T  ”
27
J.R .R . T o lk ien , "On F a i r y - S to r i e s ,"  p p .38-89 in  E ssays P re se n ted  
2 2  C h a r le s  J i l l i a m s  (London: O xford U n iv e r s i ty  P r e s s ,  1947)*
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A te n th  way o f  d e f in in g  romance -  t h i s  d e f in i t io n  h e in g  a s p e c ia l
product o f  tw e n tie th  cen tu ry  c r i t ic i s m  -  i s  read in g  i t  as th a t  form o f
l i t e r a t u r e  which most c lo s e ly  approxim ates myth and r i t u a l .  A work o f
romance may he in te r p r e te d  as r e f l e c t in g  a p a r t ic u la r  myth and r i t u a l ,
as  w ith  N orthrop F r y e 's  read in g  o f  Thé Tempest as an example o f  the
28 X"mythos o f  summer," and Carl K e r e n y i's  read in g  o f  the H e l le n i s t i c
29romances a s  the r e f l e c t io n  o f  E gyp tian  m ystery r e l ig io n s ,  or i t  may 
he in te r p r e te d  in  a more g en era l s e n se , a s  w ith  C olin  S t i l l ' s  rea d in g  
o f  The Tempes t  as a "compendium o f  th e  r i t e s  o f  th e  a n c ie n t pagan 
m ystery  r e l ig io n s .
F in a l ly ,  as an e le v e n th  way o f  d e f in in g  the genre o f  romance 
th ere  are the p e jo r a t iv e , -value-judgem ent d is m is s a ls  o f  romance a s  the  
most in c o n se q u e n tia l form o f  l i t e r a t u r e  -  romance u s u a l ly  h e in g  d i s ­
m issed  in  t h i s  way on moral or a e s t h e t ic  grounds. Thus Isa a c  D is r a e l i  
in  h i s  C u r io s it ie s  o f  L ite r a tu r e  n o ted  th a t ,  " it  i s  n ot s u r p r is in g  th a t  
romances have heen regarded  as  p e r n ic io u s  to  good s e n se , m ora ls , t a s t e  
and l i t e r a t u r e ."  , 'While Samuel R ichardson in  Pamela p resen ted  th e  
read er w ith  a moral c a s t ig a t io n  o f  romance through h is  h e r o in e 's  d i s -  
m issa l o f  the form , ^ - k  v e r s io n  o f  t h i s  n e g a tiv e  d e f in i t io n  i s  s t i l l
w ith  u s  today  when th e  l i t e r a t u r e  o f  f a n ta s y  and sc ien ce  f i c t i o n ,  one 
o f  th e  modem in h e r i t o r s  o f th e  romance form , a re  d ism issed  as
N orthrop  F ry e , Anatomy o f C r i t ic i s m , op. c i t . , p p .186-206.
^9 C arl K e r ^ y i , P e r g r ie c h is c h - o r ie n ta l is c h e  R om aniiter a tu r e  in  
r e l ig io n - g e s c h ic h t l i c h e r  B eleuch tung  (Tubingen:
H erbert W e is in g e r 's  a p t d e s c r ip t io n  in  h i s  a r t i c l e  "IJyth and R itu a l  
A p p ro ach es ,"p p .28- 29 ,April-?v1ay I 964 The Shakespeare N e w s le tte r . See a ls o :  
C. S t i l l , S hakespaare ' s M ystery P lays-A  Study o f The Temoaat( London : C. 
P alm er, 19 2T) The T im eless Theme ( London: I .N ic h o lso n  & Watson l t d . ,1 9 3 6 ).
Is a a c  D is r a e l i ,  C u r io s i t ie s  of L i te r a tu r e  3 V o ls .(London: John
M urray ,1807- 1817) .  See: V o l . I I ,p p .24^:313.
Samuel R ichardson , Pamela (London:J.M . Dent & Sons, L t d . , n . d . ) ,
V o l.I I , p p .462- 463. “
On t h i s  p o in t ,s e e  e sp . L io n e l S tevenson , "The A r t i s t i c  Problem : 
S cience  F ic t io n  As Rom ance,"in i iX tfa p o la tio n , 4 , May I 963,p p .17-22 .
(A4- i
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"m a in ly ,• . f i c t i o n  f o r  ju v e n i le s ,  and pabulum f o r  pu lp  m a g a z in e s ," ^  o r  
romance i s  spoken o f a s  a  name f o r  th e  " in s ip id i ty  o f woman's magazine 
f i c t i o n .
I t  should  be n o te d , o f c o u rse , t h a t  th e se  d e f in i t io n s  a re  o v e r­
la p p in g  and "grey-hemmed". They m u tu a lly  inform  one a n o th e r  and p o in t 
to  th e  many in g re d ie n ts  c o n ta in ed  in  s in g le  works o f romance. The 
v a r i e ty  o f  ways in  which romance h as  been d e fin e d  su g g es ts  t h a t  th e  form 
i t s e l f  i s  c h a ra c te r iz e d  by i t s  many com ponents, t h a t  in  o rd e r  to  
u n d e rs tan d  th e  l i t e r a r y  genre o f romance one must re g a rd  i t  a s  a 
d i s t i n c t  a sso rtm en t o f  d is t in g u is h a b le  l i t e r a r y  ty p e s .
•
Romance i s  n o t a  genre co n fin ed  to  one l i t e r a r y  te c h n iq u e , such 
a s  p rose  o r  p o e try , n o r i s  i t  s t r i c t l y  co n fin ed  to  a s e t  number o f 
s t y l i s t i c  f e a tu r e s ,  such a s  th e  use o f iro n y  o r  o rn a te  d ic t io n .  The 
g e n e r ic  i d e n t i t y  o f  romance i s  f a r  to o  d iv e r s e ,  to o  r i c h  in  c o n t r a s t ,  
to  t i e  i t  down to  a r i g i d  s e t  o f o rd e r in g  p r in c ip le s .  I t  i s  th e  
supreme example o f a  l i t e r a r y  genre which ach iev es  u n i ty  in  m u lt i ­
p l i c i t y  and f u l l  e x p re ss io n  a s  a genre by u t i l i z i n g  a wide v a r i e ty  of 
l i t e r a r y  fo rm s. I t  i s  a  l i t e r a r y  m u lt iv e r s e ,^ ^  a w orld  o f many ev en ts  
w hich may appear u n r e la te d  and c o n tr a d ic to ry .  T his m u ltitu d e  o f
^  A.C.Ward, Longman Companion to  T w entie th  C entury L i te r a tu r e  
(London: Longman Group, L td . ,19T577p^^47ÏÏI
G il l ia n  L ee r, The Romance (London: Methuen & C o .L td .,1 9 7 0 )>P*T8. 
T h is i s  th e  b e s t ,  b r i e f  in tro d u c t io n  to  th e  form  c u r r e n t ly  in  p r i n t .
The term  "m u ltiv e rse "  i s  d e f in e d  by th e  CEL a s  a system  in  which 
th e re  ap p ears  to  be an "absence o f o rd e r  o r  o f a s in g le  r u l in g  and 
g u id in g  pow er," w hile  W eb s te r 's  d e f in e s  " m u ltiv e rse "  a s  a " t o t a l i t y  o f 
th in g s  and fo rc e s  th a t  a re  d is p a r a te  o r  lack ing , in  u l t im a te  u n i ty ."
See: A Supplement To The Oxford E n g lish  D ic t io n a ry , V o l .I I  H-N 
(O xford: C larendon P re s s ,  19^67 ,p .1 0 o 9 ; & W eb s te r 's  T h ird  New 
in te r n a t io n a l  D ic tio n a ry  of The E n g lish  Lannu.are U nabridged , V o l . I I  
( S p r in g f ie ld , M ass.: G. & C. Merriam C o .,1 9 7 l)jP * 1 4 8 6 .
B J :  <1' ^
wf, Of k^J |;Lf u l^  ^
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f i c t i v e  e x p e rien c e s  in  a  romance may seem to  p o sse ss  an "absence o f
37o rd e r  o r  o f a  s in g le  r u l in g  pow er." I t  i s  a fragm ented , jum bled 
w orld  which n ev e r c ea ses  to  change and amaze, an a p p a re n tly  o rd e r le s s  
and c e r ta in ly  d if f u s e  c o l le c t io n  o f l i t e r a r y  in g r e d ie n ts ,  b u t i t  
p ro v id es  th e  re a d e r  w ith  c h a r a c te r s  who undergo d ram atic  p ro g re s s io n , 
p sy ch o lo g ica l developm ent, and em otional f u l f i l lm e n t .
T his i s  th e  f i r s t  reaso n  why romance i s  n o t an easy  form  to  
d e f in e . C r i t i c s  have made re p e a te d  a tte m p ts  to  narrow  th e  range o f 
th e  problem  "v/hat i s  romance?" by t r y in g  to  co n fin e  th e  genre o f romance 
to  c e r ta in  h i s t o r i c a l  p e r io d s . Most n o ta b le  have been th e  a tte m p ts  to  
d e f in e  romance a s  a form which was born  d u rin g  th e  m iddle ages and 
e i t h e r  p e te re d  o u t in to  in s ip id  works o f escapism  around th e  l a t e  
e ig h te e n th  cen tu ry  o r  was su b seq u en tly  tran sfo rm ed  in to  the  n o v e l.
But th e  genre o f rom ance, l ik e  th e  tv/o g re a t  g en res  o f  tra g e d y  and 
comedy, i s  v i r t u a l l y  a s  o ld  a s  w este rn  c i v i l i z a t i o n .  Once a g a in , i t  
a l l  goes back to  th e  G reeks.
V/hen sea rc h in g  f o r  th e  n a tu re  o f rom ance, and e s p e c ia l ly  
S h a k e sp e a re 's  u se  o f rom ance, one i s  co n fro n te d  w ith  an e x tra o rd in a ry  
v a r i e ty  o f c h a r a c t e r i s t i c s ,  a v a r i e ty  which seems to  can c e l o u t any 
hope o f e v e r  d is c o v e r in g  a  s in g le ,  d i s t i n c t  l i t e r a r y  n a tu re  f o r  
romance. Romance i s  som ething o f a  many-headed m onster a g a in s t  which 
h a rd -d r iv in g , f r o n t a l  a s s a u l t s  have sm all chance o f  su cceed ing  -  l i k e  
Odysseus* S c y lla ,  i t  d e se rv e s  to  be d e a l t  w ith  c a u tio u s ly  and w ith
OED, lo c . c i t .
See: I .W a tt ,  The R ise o f The Novel (B erk e ley : U n iv e rs i ty  o f 
C a l i fo rn ia  P re s s ,  1 9 5 7 )î K.Graham, Eng l i s h  C r it ic is m  o f th e  Novel 1863- 
1^00 (O xford: U n iv e rs ity  P r e s s ,  19657» e sp . Ch. V II.
C.S. Lewis c la im s th a t  romance i s  n e i th e r  c h a r a c t e r i s t i c  o f th e  
M iddle Ages no r i s  i t  an e x c lu s iv e  p ro d u c t o f a  s in g le  h i s t o r i c a l  
p e r io d . He n o te s  t h a t  th e  " e e r ie  q u a l i ty  o f some ^ o m a n c e ÿ . . .  th e  
h a rd , la c o n ic  pa th o s  o f o th e r s  -  th e  m y ste ry , th e  sense of th e  
i l l i m i t a b l e ,  /a i id /  e lu s iv e  re t ic e n c e  o f th e  b e s t  romances s ta n d  a p a r t  
from th e  h a b i tu a l  m edieval t a s t e . "  See: C .S. Lev/is, The D iscarded  
Im age, op. c i t . ,  p .9 .
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r e s p e c t .  T his i s  one reaso n  why I  have begun by l i s t i n g  th e  p r in c ip a l  
co n cep tio n s  o f th e  romance genre and why I  w i l l  now go on to  analyze  
th e  p a r t i c u l a r ly  i n f l u e n t i a l  and r e p r e s e n ta t iv e  ty p e s  o f  romance w ith  
re g a rd  to  S h a k e sp e a re 's  l a s t  p la y s .
G enres, and e s p e c ia l ly  th e  genre o f rom ance, do n o t rem ain f ix e d .  
They change w ith  th e  a d d it io n  o f  new works to  th e  g en re . The works o f 
romance which we w i l l  be exam ining, and w hatever c o n s is te n t  e lem en ts  
which we w i l l  d is c o v e r  in  th e se  w orks, can on ly  o f f e r  u s  an u n d er­
s ta n d in g  o f th e  d i r e c t io n  which th e  romance genre alw ays seems to  
ta k e . I t  i s  one o f th e  b a s ic  assum ptions o f t h i s  s tu d y  th a t  th e  most 
any romance, o r  any c o l le c t io n  o f  rom ances, can o f f e r  u s  i s  a s e t  o f 
g u id e - l in e s  f o r  o u r u n d e rs ta n d in g  and n o t an a b so lu te  d e f in i t io n .
There i s  no such th in g  a s  a genre tr a n c h e , a  t o t a l l y  c le a r - c u t
l i t e r a r y  k in d , a pure g en re . As lo n g  as  a genre i s  v i t a l ,  i t  rem ains
l a r g e r  th an  th e  sum o f i t s  p a r t s .
In  T/hat fo llo w s , I  w i l l  b eg in  by exam ining how and where romance 
conven tions f i r s t  ta k e  shape in  w este rn  l i t e r a t u r e  and then  t r a c e  
romance t h r o u ^  th o se  exam ples o f th e  form  which a re  re s p o n s ib le  f o r
t r a n s m it t in g  a v is io n  o f  l i f e  and a s e t  o f a e s th e t ic  con v en tio n s  which
w i l l  u l t im a te ly  f in d  ex p re ss io n  in  S h a k e sp e a re 's  l a s t  p la y s . At th e  
c e n tre  o f t h i s  s tudy  I  w i l l  d e a l w ith  th e  d i f f i c u l t i e s  in v o lv ed  when 
n a r r a t iv e ,  o r  p ro se - f i c t i o n ,  romance i s  tran sfo rm ed  in to  romance drama. 
The exam ination  o f how romance i s  ad ap ted  f o r  th e  s tag e  w i l l  fo c u s  on 
th re e  non-Shakespearean exam ples o f E liz a b e th a n  and Jacobean a d a p ta t io n .
39 Even A r i s to t le  spoke o f th e  tra g e d y  o f Oedipus as  t e s  k a l l i s t e s  
t r a g e d ie s , meaning " th e  b e s t  t r a g e d y ,"  o r " th e  b e s t  k in d  o f t ra g e d y ,"  
and n o t th e  " p e r fe c t"  o r  "pure" tra g e d y  -  a s ,  f o r  in s ta n c e ,  S.H. 
B u tch e r t r a n s la t e d  t h i s  p h ra se . See: A r i s t o t l e 's  P o e t ic s , X I I I .3*1452 
b 31* and passim ; L id d e ll  & S c o t t ,  Gre e k -E n g lish  Lexicon (O xford: 
U n iv e rs ity  P re s s , 1926); S.H. B u tc h e r , t r a n s . ,  A r i s t o t l e 's  Theory o f 
P o e try  and F ine A rt (New York: Dover P u b l ic a t io n s ,  I n c . ,1 9 5 1 * rp t .o f
The Greek and E n g lish  e d i t io n  o f A r i s t o t l e 's  P o e tic s  u sed  in  t h i s  
th e s i s  has been S.H. B u tc h e r 's ,  as  n o te d  above.
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What i s  le a rn e d  from t h i s  a n a ly s is  w i l l  he u sed  in  o u r exam ination  o f 
S h a k e sp e a re 's  l a s t  p la y s .
A ll n o n -E lizah e th an  romance m a te r ia l  v / i l l  be examined w ith  an eye 
tow ards S h a k e sp e a re 's  use  o f rom ance. The s p e c ia l  p reo ccu p a tio n  o f 
t h i s  s tu d y  i s  th e  fo u r  romances o f  W illiam  S hakespeare: P e r i c l e s , 
Cym beline, The W in te r 's  T a le , and The Tem pest. S h a k e sp e a re 's  works 
a re  n a tu r a l ly  and p r o f i ta b ly  u n d e rs to o d  a s  p a r t  o f th e  continuum of 
w este rn  l i t e r a t u r e .  As G. W ilson K night has s a id ,  "what i s  most 
im p o rtan t in  ^ h a k e s p e a r e 's /  work i s  b e s t  compared n o t w ith  h i s  
co n tem p o raries , b u t w ith  h i s  p e e rs  a c ro ss  th e  c e n t u r i e s . B y  l in k in g  
S h a k e sp e a re 's  romances w ith  o th e r  v/orks o f romance I  am do ing  l i t t l e  
more than  ex ten d in g  a method a lre a d y  u sed  to  l in k  C la s s ic a l  Greek 
tra g e d y  and Shakespearean t r a g e d y . P e r i l o u s  though i t  i s ,  com paring 
l i t e r a t u r e  a c ro ss  n a t io n a l  and c h ro n o lo g ic a l b o u n d arie s  can be 
g en u in e ly  i l lu m in a t in g :  i t  o f f e r s  a fa v o u ra b le  means o f  d evelop ing  
l i t e r a r y  s ig n i f ic a n c e , b u i ld in g  upon e a r l i e r  r e a l i z a t i o n s ,  and renew ing 
o ld  t a l e s  w ith  f r e s h  re a d in g s .
G. W ilson K n ig h t, The Im p e ria l Theme (London: U n iv e rs ity  Paper­
b ack s , 1965, o r ig .  p r t . , ‘ 51") , p . x i i i .  See a ls o :  Reuben A. Brow er, 
Shakespeare & The Graeco-Roman T ra d it io n  (New York & O xford: 
U n iv e rs ity  P re s s , 197l)Y  E .3 . S t o l l ,  "Art & A r t i f i c e  in  th e  I l i a d : 
o r  th e  p o e t ic a l  tre a tm e n t o f C h a rac te r  in  Homer and S h ak esp ea re ,"  
E n g lish  L i te r a ry  Histoi?/-, i i . ,  1935* p .296.
See, f o r  example: Lev/is Cam pbell, T rag ic  Drama In  A esch y lu s , 
S o p hocles, & Shakespeare (New York: R u sse ll & R u s s e l l ,  I n c . ,  I 904, '  
r p t .  ' 65) .
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I I  C la s s ic a l  Romance
The Odyssey a s  Romance
Here and th e re  a lo n g  th e  edges and in  th e  fo o tn o te s  o f s c h o la r ­
sh ip  f o r  a t  l e a s t  th e  l a s t  c en tu ry  th e  vague r e a l i z a t i o n  h as e x is te d
t h a t  th e re  i s  "som ething abou t" Hom er's Odyssey which i s  " l ik e "  the  
genre o f romance. V/.P.Ker a t  th e  tu rn  o f  th e  c e n tu ry , in  h is  work 
E pic  & Romance, made p a ss in g  rem arks about "some n o tio n  o f m ystery  and 
fa n ta sy " ^ ^  co n ta in ed  in  th e  Odyssey which makes i t  l i k e  a romance.
P .J .D .H o en ig e r, th e  e d i to r  o f th e  Arden e d i t io n  o f S h a k e sp e a re 's  
P e r i c l e s ,n o ted  in  an appendix  to  h i s  d i s s e r t a t io n  th a t  th e re  were 
c e r ta in  shadowy resem blances betw een th e  romances o f Shakespeare and 
H om er's Odyssey. W . B .  S ta n fo rd  n o tic e d  som ething p e c u l ia r  was 
happening a t  th e  end o f  th e  Odyssey when he rem arked th a t  th e  N ekyia 
s e c tio n  (x x iv . 1 -2 0 4 ), "has a  r ic h n e s s  o f ornam ent, a redundancy o f 
d ic t io n ,  which su g g es ts  a  movement from  e p ic  tow ards r o m a n c e . A n d  
N orth rop  Frye in  h i s  Anatomy o f C r i t ic is m  has r e f e r r e d  o b liq u e ly  to  
th e  Odyssey a s  a "romance o f a hero  e s c a p in g . , .from  in c re d ib le  p e r i l s  
and a r r iv in g  in  th e  n ic k  o f tim e to  c la im  h i s  b r id e  and b a f f le  th e
V/.P.Ker, E p ic  & Romance (New York: Dover P u b l ic a t io n s ,  r p t .  1957)» 
p .4 . See a ls o ,  p . 321.
The fo llo w in g  s e c tio n  on "The Odyssey as  Romance" f i r s t  appeared  
in  a  s im ila r  form in  C ollege L i t e r a t u r e , V o l . I l l ,  number 3» F a i l  1976, 
pp. 228- 236, u n d e r th e  same t i t l e .  A copy i s  in c lu d e d  a t  th e  end o f 
t h i s  th e s i s  a s ‘ÎAppendix i^''PP*347-351*
F .J .D .H o en ig e r, "The F u n c tio n  o f S tru c tu re  & Im agery in  S h a k e sp e a re 's  
L a s t P la y s ,"  Ph.D. T hesis  su b m itted  a t  th e  U n iv e rs i ty  o f London, Bed­
fo r d  C o lleg e , June 1954, See Appendix, p . 304, "The Odyssey & S h a k e sp e a re 's  
L a s t P la y s ."  I  came a c ro ss  Iv lr.H oeniger's  work a f t e r  I  had been working 
on my th e s i s  "Shakespeare & The N atu re  of Romance" ( in c lu s iv e  o f Homer's 
Odyssey) f o r  more th an  two y e a r s .  H is append ix , a lth o u g h  i t  i s  
p ro v o c a tiv e , does l i t t l e  more than  malce some i n i t i a l  su g g es tio n s  about 
th e  w andering theme and c h a ra c te r  arrangem en t.
W.B. S ta n fo rd , "The end ing  o f th e  Odyssey.An e th i c a l  ap p ro ach ,"  
H erm athena, A D ublin U n iv e rs ity  Review ,"*100 ( 1965) ,  pp. 5~20.
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45v i l l a i n s , "  w hile  c la im in g  th a t  th e  Odyssey i s  p r im a r i ly  im p o rtan t in  
w este rn  l i t e r a t u r e  a s  th e  f i r s t  example o f th e  "ep ic  of r e t u r n . B u t  
th e  connec tion  betw een th e  Odyssey and th e  genre o f romance has y e t  to  
be analyzed  in  d e t a i l .
A r i s to t le  was somewhat b ew ild e red  by th e  Odyssey. He s t r e s s e d  i t :  
n a r r a t iv e  v a r i e ty  and i t s  wide v a r i e ty  o f c h a r a c te r .  He n o ted  the  
O dyssey 's  t r a g ic  a f f i n i t i e s  (e s p . th e  e x is te n c e  o f  an o p p o s ite  clim ax 
f o r  th e  good and th e  e v i l ) ,  y e t  rem arked on how th e  Odyssey co n ta in ed  
as  w e ll e lem ents more p ro p e r ly  b e lo n g in g  to  c o m e d y . T h o u g h  some
. o
modern s c h o la rs  have r e f e r r e d  to  th e  Odyssey as a  comedy, A r i s to t l e
h im se lf em phasized th a t  th e  analogous example to  comedy was Hom er's
now l o s t  comic e p ic ,  th e  M a rg ite s .^^
C r i t i c s  were s t i l l  hav ing  tro u b le  w ith  th e  Odyssey lo n g  a f t e r
A r i s to t l e .  Longinus d e l in e a te d  th e  O dyssey 's  un ique  c h a ra c te r  by
s t r e s s in g  i t s  i n f e r i o r i t y  to  th e  I l i a d . He n o ted  th a t ;
• the  Odyssey one m ight l ik e n  Homer to  a s e t t i n g  sun; the 
i n t e n s i t y  i s  gone b u t th e re  rem ains th e  g re a tn e s s . Here th e  
tone o f th o se  g re a t  la y s  o f I liu m  i s  no lo n g e r  m a in ta in e d .. .  
a s  when Ocean r e t i r e s  in to  h im s e lf ,  and i s  l e f t  o n ly  around 
h i s  p ro p e r bounds, on ly  th e  ebb ings o f  h is  g re a tn e s s  a re
45 N orthrop  F ry e , Anatomy o f C r i t ic is m , op. c i t . , p . 319, in  the  
s e c t io n  "F ourth  E ssay . R h e to r ic a l C r it ic is m : Theory o f G enres.
S p e c if ic  C ontinuous Forms (P ro se  F i c t i o n ) , "  pp. 303-314*
N orthrop  F ry e , Anatomy o f C r i t ic is m , l o c . c i t .
A r i s to t le  makes t h i s  re fe re n c e  to  the  Odyssey c o n ta in in g  b o th  
t r a g ic  and comic e lem ents a t  P o e tic s  X III . 7-ST 1453 a 30-39* See: 
A r i s t o t l e 's  P o e t ic s , ed . S .H .B u tch er, op. c i t . , p p .46-49*■
F or in s ta n c e ,  See: R .Z ,B urrow s, "D eception a s  a comic dev ice  in  
th e  O dyssey,"  CW 59 ( l9 6 5 “ 6 6 ) , p p .33-36; W.M.Hart, "High Comedy in  the  
O dyssey,"  UCPPh 12 (19 4 3 ), pp. 263-278; E.D. P h i l ip s ,  "The Comic 
O dysseus,"  G&R 2nd s e r . , 6 (1 9 5 9 ), p p .58- 67.
F or A r i s to t le  on th e  M a rg ite s , See: P o e tic s  IV .6. 1448 b 3 2 -4 0 . 
F or h i s  rem arks on th e  O dyssey, See in  a d d it io n :  P o e tic s  XXIV. 4* 1459 
b 13-17 and XXIV. 10. 1465 a 3 4 -38 . In  th e  B u tcher ed . o f th e  P o a tic g  
t h i s  would b e , r e s p e c t iv e ly ,  p p .l6 -1 7 ,  P P ,90-91 , p p .96-97*
IS Itu. L  ^
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l e f t  to  v iew , and a w andering among the  shadows o f the  
fab u lo u s  and th e  i n c r e d i b l e . . . f a b le  p r e v a i ls  over 
a c t i o n . . .g r e a t  g e n i u s . . . i s  tu rn e d  a s id e  to  t r i f l i n g . ^
B oth  A r i s to t l e  and Longinus p o in te d  o u t some o f th e  -O dyssey 's  romance 
c h a r a c t e r i s t i c s .  Longinus s t r e s s e d  th e  n a r r a t iv e  f lu c tu a t io n s ,  th e  
fa b u lo u s  w anderings, th e  f a b le - l ik e  tone o f th e  O dyssey; A r i s to t le  
b ro u g h t ou t i t s  com plex ity  and m oral c o n te n t ,  n o ted  how th e  u n l i k e l i ­
hood o f many s i tu a t io n s  in  th e  Odyssey was v e i le d  by  p o e tic  charm. 
O dysseus' e s s e n t i a l  c h a r a c te r ,  a s  w e ll a s  th e  e s s e n t i a l  c h a r a c te r  o f 
th e  whole poem, l i e s  in  a p reo ccu p a tio n  w ith  change and d iv e r s i t y  -
q u a l i t i e s  which A r i s to t l e  and Longinus sensed  by em phasizing  th e
51d iv e r s i ty  o f n a r r a t iv e  r ic h e s  to  be found in  th e  poem.
A fte r  a n a ly s in g  more th an  a  hundred prom inent works o f  romance '
l i t e r a t u r e ,  ra n g in g  from th e  Odyssey to  S h a k e sp e a re 's  l a s t  p la y s , and
s im u ltan eo u sly  n o tin g  th o se  c h a r a c t e r i s t i c s  o f  th e  form vdiich a re  c i t e d
52most f r e q u e n tly  in  le x ic o n s  o f l i t e r a r y  te rm s -  one comes up  w ith  a 
l i s t  o f th em atic  in g re d ie n ts  f o r  romance which i s  rem arkably  l ik e  th e  
O dyssey 's  in g re d ie n ts .  The prom inent m o tifs  a re  th e  d ram atic  
q u a l i t i e s  o f m arv e l, r i s k ,  and triu m p h an t ad v en tu re ; an em phasis on 
g e n e ra tio n  d i f f e r e n c e s ;  an abundant u se  o f p ag ean try ; c la im s to  
h i s t o r i c a l  re le v an c y ; th e  w andering jo u rn ey  tow ards "home"; th e  
e s s e n t i a l  p ie ty  o f th e  main c h a r a c te r ;  th e  id e a l iz e d  m ale-fem ale 
r e la t io n s h ip ;  the  p ro ta g o n is ts  m ental a g i l i t y ;  an e v e r -p re se n t m ing ling
L onginus, On The Sublime -  F5RI HYPSOS, ed . D.A. R u ss e ll  (O xford: 
C larendon P re s s ,  1964-), 9* 13-14 , pp. 13-14* Above E n g lish  t r a n s l a t i o n  
Longinus on th e  Sublim e, t r a n s .  A .O .P rick a rd  (O xford: C larendon P r e s s ,  
1 9 0 6 T rp t .  1949 ),PP* 20-22.
51 A r is to t le  s t r e s s e s  th e  n a r r a t iv e  r ic h e s  o f th e  Odyssey e sp . in  
th e  l a s t  two re fe re n c e s  made to  th e  P o e tic s  in  f n .4 9 ,  w hereas Longinus 
s t r e s s e s  th e  n a r r a t iv e  r i c h e s ,  o f th e  Odyssey ( in  a p e jo ra t iv e  fa sh io n )  
in  th e  re fe re n c e  j u s t  g iv en , above, a s  w e ll as  th roughou t Ch.IX o f On 
The Sublim e.
52 A l i s t  o f  works an a ly sed  f o r  t h i s  pu rpose , b o th  works o f l i t e r ­
a tu re  and le x ic o n s  o f l i t e r a r y  te rm s , w i l l  be found in  th e  b ib lio g ra p h y  
to  t h i s  th e s i s .
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o f  b le s s in g s  and sorrow s; t h e .d i r e c t i n g  in f lu e n c e  o f a  su p e rn a tu ra l 
h ig h e r  power; a  d is t in g u is h in g  token  o r  s c a r  by which th e  he ro  o r  
h e ro in e  w i l l  e v e n tu a lly  be reco g n ized ; shipw reck o r  ap p aren t lo s s ;  and 
m ag ical wonders -  a l l  o f which a re  bound w ith in  an in t e r l a c in g  n a r r a ­
t i v e ,  ending  when th e  d is p a ra te  s t r a n d s  a re  drawn to g e th e r  in  a f i n a l  
reu n io n  scene .
Long l i s t s  make co n fu s in g  e x p la n a tio n s , and I  have in c lu d e d  th e  
above " re c ip e "  f o r  rom ance, which was a r r iv e d  a t  th rough  in d u c tiv e  
a n a ly s is ,  a s  no more than  a  means o f  s e t t i n g  ou t th e  prom inent 
in g re d ie n ts  o f th e  form . S ince in  many ways th e  Odyssey t y p i f i e s  th e  
genre o f romance, l e t  u s  now tu rn  to  the  Odyssey w ith  an eye to  
d is t in g u is h in g  th e  arrangem ent o f i t s  l i t e r a r y  p a t te r n  and th e  n a tu re  
o f  i t s  prom inent c h a r a c t e r i s t i c s .
The w orld  o f th e  Odyssey em phasizes a m in g lin g  o f th e  g i f t s  
which Zeus bestow s upon men from th e  u rn  o f b le s s in g s  and th e  u m  o f 
so rrow s, r a th e r  than  a preponderance o f sorrow s a s  in  th e  I l i a d . The 
Odyssey moves s w if t ly  th rough  th e  ad v en tu res  o f  "peace"; th e  I l i a d  
p a ra d o x ic a lly , o f te n  s ta g n a te s  in  th e  ex c item en t o f  w ar. In  th e  
Odyssey men a re  p o rtray e d  as  d e a lin g  w ith  women alm ost a s  e x c lu s iv e ly  
a s  in  th e  I l i a d  th ey  a re  p o rtray e d  a s  d e a lin g  w ith  men. The s t r i f e  
which e x i s t s  among th e  O dyssey 's  d i f f e r e n t  s o c ie t i e s  i s  r a r e l y  
m an ife s ted  in  an a l l - o u t  war. The poem 's b le s s in g s  and sorrow s a re  
m an ife s ted  in  room s, c o u r ts ,  amid f e s t i v i t i e s ,  and on p la y in g  f i e l d s ,  
r a th e r  than  on th e  b a tt le g ro u n d  o f th e  I l i a d .
Most a c t io n s  happen in  th e  Odyssey in  term s o f som ething f l u i d ,  
be i t  O dysseus' s t ru g g le s  w ith  sea  m o n ste rs , sea  nymphs and th e  sea  
god Poseidon , Teleraachus' own in d e te rm in a te  p o s i t io n  in  a  le a d e r le s s  
ho u seh o ld , P e n e lo p e 's  p a t ie n t  management o f o v e r a hundred v o l a t i l e  
young men, o r th e  Olympian gods in  t h e i r  re g io n s  o f  m is t and c lo u d s 
who o c c a s io n a lly  come d r i f t i n g  down "over th e  w a ter /  . . . o v e r  th e
I ( A t  C (v of t c -
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d ry  b o u n d less  e a r th  /a n d /  a b re a s t  o f th e  w in d 's  b l a s t "  to  v i s i t  raan- 
53kind.-^ The Odyssey ta k e s  p lace  in  a  w orld , l ik e  t h a t  o f S h a k e sp e a re 's  
rom ances, where a  good fam ily  must l iv e  in  term s o f s tra n g e , tem pera­
m en ta l "sea  changes" which a l t e r n a t e l y  th re a te n  them, spare  them, and 
in  th e  end b r in g  them home s a fe ly  to  sh o re . In  th e  Odyssey sh ip s  
occupy the  c e n tre  o f th e  p ic tu r e .  With a  w ell-benched  sh ip  a  man 
m ight make i t  back to  h is  fa m ily  o r  a t  l e a s t  move on to  a n o th e r p o r t .  
A cco rd in g ly , th e  w orld  o f th e  Odyssey i s  n o t a w orld  f o r  f r o n t a l  
a s s a u l t ,  b u t r a th e r  f o r  s t r a t e g i e s  o f  ta c k in g  and v e e r in g .
The c r a f t  o f in d ir e c tn e s s  ex ten d s  to  th e  methods o f  w a rc ra f t  and 
communication in  th e  Odyssey. One o f  th e  w o rk 's  c r u c ia l  weapons i s  
knowing how to  use i n d i r e c t  speech . O dysseus, a s  th e  w o rk 's  m a ste r  
cra ftsm an  in  t h i s  r e s p e c t ,  p o sse sse s  a weapon w ith  which he can f e i n t ,  
engage, d isen g ag e , and sometimes defend  h im se lf  from d e a th . N e c e s s ity , 
a n an fk e , fo r c e s  a man in to  d re a d fu l s i tu a t io n s  in  b o th  th e  Odyssey and 
th e  I l i a d . But i t  i s  a more dev ious fo rc e  in  th e  Odyssey, where th e  
c l e a r  p la in  o f b a t t l e  h as  d isap p e a re d  and been re p la c e d  b y  a to r tu o u s  
m eandering. The d r iv in g  p a ss io n  needed on th e  p la in s  o f  Troy to  b e a t
down o n e 's  ad v e rsa ry  becomes th e  p a ss io n  o f endurance and r e s t r a i n t
54-in  th e  sp ac io u s , mazy w orld o f th e  Odyssey.
O dysseus' e x ce lle n ce  in  weaponry i s  w ith  th e  bow, a  weapon f o r  a 
;An e x c e l le n t  a rc h e r  sh o o ts  from a d is ta n c e  c a lc u la te d  to  
g iv e^ Iiln rb o th  a c le a r  t a r g e t  and a n e a t  d e fen ce . The p ilo s -c a p p e d
O^-YBsey. i .  97-98» The Greek e d i t io n  o f th e  Odyssey u sed  h a s  been 
W .B .S tanford , ed . The Odyssey o f  Homer (London: M acm illan, 1974), V ol.
I  & I I .  The t r a n s la t io n  of th e  Odyssey quoted from th roughou t t h i s  
th e s i s  w i l l  be The Odyssey o f Homer, t r a n s .  by Richmond L a ttim ore  (New 
York: H arper & Row, 1965), and o f th e  I l i a d  ?111 be The I l i a d  o f Homer, 
t r a n s .  by Richmond L attim ore  (C hicago: The U n iv e rs ity  o f Chicago P re s s ,
1951, p b . r p t .1967) .
^  A good example o f how th e  m a r t ia l  p a ss io n s  o f th e  I l i a d  no lo n g e r  
r u le  th e  day in  th e  Odyssey, i s  o f f e re d  a t  Od. x i i .  111-126 when C irce  
responds w ith  a  com bination o f rep rim and  and shock to  O dysseus' id e a  
o f f ig h t in g  o f f  th e  m onster S c y lla .
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I th a c a n  w i l l  v/in h i s  way home e v e n tu a lly  because o f th e  c r a f t in e s s  
w ith  which he a p p l ie s  h i s  v e rb a l and m a r t ia l  a rrow s. And when he 
m eets th e  one man b e t t e r  th an  he w ith  a bow, P h i lo c te te s ,  he vd.ll 
n e v e r th e le s s  b e a t  him downvdth  th e  a rc h e ry - l ik e  weapon o f w ords. Yet 
in  th e  i n t e r s t i c e s  o f O dysseus' m anoeuverings and in  th e  p a t te rn  o f 
h i s  changes th e  fundam ental q u a l i t i e s  o f h i s  i d e n t i t y  a re  d is c lo s e d  — 
th a t  i s ,  b e in g  a p ro g e n ito r ,  b e in g  w ily , b e in g  p io u s , and b e in g  a man 
who i s  alw ays t r a v e l l i n g  onwards.
Odysseus i s  a t  a l l  tim es th e  "man o f many w ays," p o lu t r o r o s , 
th e  man o f d is g u is e s ,  f e i n t s ,  and many roads.* The f a c t  t h a t  he i s  
capab le  o f a c t in g  in  many ways em phasizes h i s  su p e r io r  m ental a g i l i t y .
H is s p i r i t  and i n t e l l e c t  e x i s t  in  a s ta t e ,  oi^^ n c o r d i a  d i s c o r s ^ vhich 
he can m aste r and ju g g le  a t  w i l l ,  V/hat i s  a t  th e  h e a r t  o f  h i s  e n e r g e t ic  
a b i l i t y  to  ad ap t i s  h i s  e s s e n t ia l  in d e te rm in acy . As f a r  a s  OcJysseus i s  
concerned , n o th in g  i s  c e r ta in  u n t i l  i t  h a s  been m easured and judged .
The e x te rn a l  w orld  i s  f l u i d ;  i t  i s  f ix e d  on ly  by how one d e te rm in es  o n e 's  
own passage th rough  i t .  Thus, c h a r a c t e r i s t i c a l l y ,  he s e c r e t ly  m easures 
and judges each member o f h i s  own fa m ily  b e fo re  he d is c lo s e s  h im se lf  to  
them.
F in a l ly ,  O dysseus' d e s ir e  to  move on i s  in t e g r a l  to  e v e ry th in g  
e ls e  he do es; i t  i s  th e  one c o n s ta n t f o r  which he f o r f e i t s  im m o rta lity , 
d iv in e  b r id e s  and k in g s h ip s . H is d e s ir e  to  move on cannot be o v e r-  
s t r e s s e d .  The power o f O dysseus' p e rso n a l momentum has g e n e ra te d  a 
c o n tin u in g  Odysseus legend  f o r  a lm ost th re e  thousand y e a r s .  There i s  
no o th e r  f ig u r e  in  w este rn  l i t e r a t u r e  com parable to  Odysseus -  t h i s

(18)
w anderer who moves from c en tu ry  to  c e n tu ry , language to  language ,
The man embodies the  q u a l i t i e s  o f t r a n s ie n c e ,  i r r e g u l a r i t y ,  and
r e s i l i e n c e ,  W .B .S tanford , who h as been s tu d y in g  and w r it in g  about th e
O dysseus leg en d s f o r  more than  th re e  d ecad es , h as  summed up O dysseus’
leg en d  th u s : "The f i n a l  paradox , th e n , i s  th a t  though ^ e /  goes back
so f a r  in to  th e  e a r l i e s t  epoch o f European c i v i l i z a t i o n ,  he rem ains an
emblem o f th in g s  to  come, more so th an  any o th e r  hero  o f  a n t iq u i ty .
N ikos K a za n tz ak is , who co n tin u ed  th e  legend  o f Odysseus in  h i s  The
Odyssey -  A Modern S eq u e l, ends h i s  t h i r t y - t h r e e  thousand , th r e e -
h u n d re d - th ir ty - th re e  l in e  e p ic  on th e  g re a t w anderer w ith  Odysseus
c ry in g  in  h i s  l a s t  b re a th :  "Forw ard, my la d s ,  s a i l  on , f o r  D eath’ s
57b reeze  blows in  a f a i r  w ind!"
The Odyssey i s  dom inated by one g re a t  c h a r a c t e r i s t i c :  th e  
p re s su re  to  r e tu r n .  The power o f  t h i s  r e tu rn in g  movement o v e r r id e s  
th e  poem’ s co n c lu s io n . The goddess Athene and Zeus th e  f a th e r  o f gods 
v / i l l  have to  in te rv e n e  to  h o ld  back O dysseus' f u r io u s  momentum a t  th e
55 F o r more. See: W .B .S tanford, The U ly sses  Theme -  A Study in  The 
A d a p ta b il i ty  o f a T ra d it io n a l  Hero' ( O xford: B lack w ell, 195^1, 2nd ed. 
1963) ;  W.B. S tan fo rd  & J.V . Luce, The Quest f o r  U ly sses  (London: 
Fhaidon P re ss  L td . ,  1975)»
O ther c a n d id a te s  f o r  f ig u r e s  which have p e r s is te d  in  l i t e r a t u r e  
in  ways comparable to  Odysseus', would be Jo sep h , son o f  Jaco b , a s  
su g g ested  by Thomas Mann in  h i s  Joseph  & H is B ro th e rs  (London: Seeker 
& W arburg, 1 9 7 0 ),C h .l; D ionysus, See: C.iCerenyi, D ionysus: A rchetypal 
Image o f I n d e s t r u c t ib le  L ife  (P r in c e to n : P r in c e to n  U n iv e rs ity  P re s s , 
19767» t r a n s .  from th e  German by R.Manheim; as w e ll as J e su s  C h r is t ,  
P rom etheus, S a tan , and The W andering Jew (C a r ta p h ilu s  o r  A h asu eras). 
E sp . u s e f u l  on t h i s  theme i s  J .  Cam pbell, The Hero With a Thousand 
F aces (P r in c e to n : U n iv e rs ity  P re s s ,  1949, 2nd. ed . I 96H*).
W.B. S ta n fo rd  & J .V . Lucs, The Quest f o r  U ly sses  (London: Phaidon 
P re s s  L td . ,  1975), P*235.
H ikes K azan tzak is , Tha Odyssey -  A Modern Sequel (London: Seeker 
& W arburg, 1959), t r a n s .  by Kimon F r i a r ,  above quo te : XJdV. 1396, 
p . 775, At one p o in t in  h is  Odyssey K azan tzak is  e x p l i c i t l y  e q u a te s  
Odysseus w ith  D ionysus.
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end o f the  tw e n ty -fo u r th  hook. V/hen th e  Odyssey* s end ing  i s  reach ed , 
s in c e  a l l  th e  p rops f o r  th e  f iv e  day drama o f  r e tu rn  have heen e f f ­
i c i e n t l y  g a th e red  to g e th e r ,  e v e ry th in g  f a l l s  n e a t ly  in to  p la c e . But 
th e  end ing  o f th e  Odyssey im p lie s  t h a t  th e  poem h as no ending  w hatso­
e v e r . The poem i s  meant to  im ply c o n tin u a n ce , s in ce  th e  s to ry ,  the  
m uthe3 o f O dysseus, i s  a q u in te s s e n t ia l ly  r e s t l e s s  myth.
As A r i s to t le  n o ted  hy s t r e s s in g  th e  ethilde o f th e  poem, th e  
Odyssey c o n ta in s  a d i s t i n c t l y  m o ra liz in g  s t r a in  which Odysseus im ple­
m ents and which i s  conducive to  h i s  e v e n tu a l trium ph . Polyphemous 
re c e iv e s  Odysseus* gruesome punishm ent because th e  Cyclops m o ra lly  
d e se rv e s  what he g e ts .  H is can n ib a lism  p roves the  b e s t i a l i t y  o f h i s  
r a c e ,  the  " lav /less  ou trageous C y c lo p s .. . th e s e  people have no
i n s t i t u t i o n s . . .each  one i s  th e  law  /  f o r  h i s  own w ives and c h i ld re n ,  
and c a re s  n o th in g  about the  o th e rs "  ( i x .  106-107, 112; 114-115); and 
th u s  he i s  punished  l ik e  à  th in g , a b e a s t .
Odysseus i s  p ro p e lle d  forv/ard by m oral need . He must re  "cum home 
and j u s t l y  revenge h im se lf upon th e  s u i to r s ,  a s  T e ir e s ia s  t e l l s  him in  
Hades ( x i .  118). But when th e  f l o o r  o f th e  I th a c a n  p a lace  i s  f i n a l l y  
s p a t te r e d  o v er w ith  gore and a l l  th e  s u i to r s  a re  dead , Odysseus w i l l
58 I  r e a l iz e  t h a t  I  seem to  d ism iss  an immense c o n tro v e rsy , th e  
argum ent about the  Odyssey’ s end ing , in  one blow . The s c h o la r ly  
debate  about the  Odyssey’ s end ing , v;hich h as  been going on s in ce  th e  
tim e o f Zenodotus and A r is ta rc h u s , a s c e r ta in s  f o r  me th e  enormous 
u n r e s t  w ith in  th e  end ing .
Some o f the  o u ts ta n d in g  re a so n s  g iven  f o r  do u b tin g  th e  m a te r ia l  
a f t e r  Od. x x i i i ,  295-296 a s  th e  Odyssey’ s ending  a re :  th a t  th e re  a re  a t  
l e a s t  a h a lf-d o z e n  words in  t h i s  s e c tio n  which do n o t occur elsew here 
in  th e  Odyssey o r  in , the I l i a d ; th a t  th e re  a re  a t  l e a s t  a h a lf-d o z e n  
"un-Homeric" form s of i n f l e c t io n ;  th a t  t h i s  s e c t io n  was a th e t iz e d  by 
th e  fo rem ost c r i t i c s  o f a n c ie n t A lex an d ria , and , f i n a l l y ,  the  most 
g e n e ra l c r i t i c i s m :  " th e  ending which e x i s t s  i s  f a u l ty  in  a r t i s t r y  
a n d , . . a p a r t  from o th e r  l in e s  th e  l a s t  te n  l i n e s  huddle up what i s  
u n iv e r s a l ly  ad m itted  to  be a f e e b le ,  indeed  a scamped, c o n c lu s io n ."
(Quotation: J.V /.M ackail, in  "The E pilogue o f th e  Odyssey,"  p . 3 of 
pp. 1-13 in  Greek P o e try  & L ife  -  E ssays P resen ted  to  G. Murray on 
h i s  s e v e n tie th  b ir th d a y  (O x i'o rd :U n iv e rs ity  P re s s ,  1936]". Gee a ls o :
W.B. S ta n fo rd , jog. c i t . ; F .L .K ay, " A ris ta rc h u s ' t € l o s , Odyssey X X III, 
296," in  CR N .S. 7 ( 1957) ,  106; J .A .S c o t t ,  "The end o f th e  O dyssey,"
c j  25 (1929-1930) ,p . 547.
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n o t r e jo ic e  over t h i s  a c tio n  b e ca u se , a s  he say s , " I t  i s  n o t p ie ty  
to  g lo ry  so over s la in  men" ( z x i i .  4 1 2 ),
The q u es tio n  which we must now c o n s id e r  i s  what v/e may deduce 
about th e  form o f romance from Homer’ s O dyssey. To b eg in  w ith , th e  
im p o rtan t people a re  n ev er r e a l l y  l o s t  in  romance. There i s  alw ays 
tim e f o r  re c o v e ry , no m a tte r  how f a r - f e tc h e d  th a t  reco v ery  may seem. 
T his a b i l i t y  to  r e t r i e v e  th o se  people  and p la c e s  which seem gone f o r ­
e v e r  i s  due to  what one re a d e r  has spoken o f as  th e  "v a s t contem por­
a n e ity "  o f th e  romance cosmos. Time i s  like* space in  rom ance, th e  
l im i t  i s  ev an escen t. For th e  Odyssey "tim e’ i s  e l a s t i c  and t r a n s p a r e n t  
. . . l i k e  the  gods, th e  p a s t  h as n o t y e t  v an ish ed ; i t  i s  f a r  o f f ,  in  th e  
b le s s e d  i s l e s  / o r  in  H ades/, m y th ic a lly  b u t g e o g ra p h ic a lly  l o c a t e d . . .
th e  a u ra s  o f b eg in n in g s  and th e  d e s o la t io n  o f  end ings: a l l  a re
59enmeshed in  the  v a s t  con tem poraneity  o f th e  cosm os." ^
The e p iso d ic  q u a l i ty  o f romance ad v en tu res  i s  complemented by 
th e  c o n tin u a l m ix ture  o f n a r r a t iv e  s tra n d s  in  th e  s to ry  s t r u c tu r e .  
F u r th e r  l e v e l s  o f ex p erien ce  and u n d e rs tan d in g  alv/ays show up beh ind  
what appears  to  be th e  prim ary n a r r a t iv e  in  th e  romance. Odysseus* 
m any-faceted  p e r s o n a l i ty  i s  a  f in e  example o f t h i s  m u l t i - l e v e l l i n g .  
C u ttin g  in  a t  any p o in t in  th e  O dyssey, one i s  p rov ided  v /ith  f u r th e r  
exam ples. Exam ining th e  b e g in n in g  of th e  Odyssey, one f in d s  t h a t  
b eh in d  th e  s to ry  o f Telemachus th e re  i s  th e  s to ry  o f P enelope; beh ind  
h e r  problem s th e re  i s ,  on th e  one hand, th e  problem s o f th e  su ito rs*  
kinsm en and, on th e  o th e r  hand, th e  problem s o f Odysseus w ith  C alypso; 
beh in d  Calypso th e re  a re  th e  Olympians; and beh ind  th e  Olympians th e re  
a re  th e  develop ing  fo r c e s  of f a t e ,  m o ira , n e c e s s i ty ,  anangke, and 
chance, tu k h e . •
The n a r r a t iv e  m u l t ip l i c i ty  o f romance, each  t a l e  bound w ith in
99 Paul Zweig, The A dventurer (New York: B as ic  Books, I n c . ,  1974), 
p . 24.
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term s o f i t s  ovm c o n t in u i ty  and d e fin e d  by the s e p a ra te  c h a r a c te r  of 
i t s  in te r a c t io n  w ith  th e  su rround ing  t a l e s ,  c r e a te s  a  dynamic and 
u n re so lv ed  p a t t e r n . O n e  may b reak  dom  th e se  acco u n ts  in  a  more 
a b s t r a c t  fa sh io n  th an  by id e n t i f y in g  th e  s to r i e s  o f s p e c i f ic  ch a rac ­
t e r s .  One may speak o f the  t a l e s  o f  a n im a ls , v e g e ta t iv e  n a tu re ,  men, 
sem i-d iv in e  m o n s tro s i t ie s ,  Olympian gods and o th e r  h ig h e r  powers -  no 
m a tte r :  th e  e x is te n c e  o f i n t e r r e l a t e d  la y e r s  o f in t e g r a l  powers in  
romance c r e a te s  an e s p e c ia l ly  r e s t l e s s  and im ag in a tiv e  w orld .
The b e s t  m etaphor f o r  th e  s t r u c tu r e  o f romance in  term s o f the  
Odyssey and th e  l a t e r  developm ent o f th e  form  would be th e  i n t e r l a c in g  
p a t te r n  o f f a b r ic  produced by a loom. The more i n t r i c a t e  th e  c lu s t e r  
o f t a l e s ,  th e  r i c h e r  th e  n a r r a t iv e  weave. The se p a ra te  t a l e s  a re  
tw is te d  around each o th e r ,  woven a d ja c e n t ly ,  c u t - o f f ,  bound to g e th e r  
o r  com plexly woven in to  one a n o th e r , Eomer s t r a t e g i c a l l y  p la c e s  a 
d e s c r ip t io n  o f weaving b o th  a t  th e  b eg in n in g  and a t  th e  end o f  th e  
Odyssey ( O d . i i .93-110; Od. x x iv . 129-148) w ith  th e  web o f Penelope 
which i s  b e in g  woven and unwoven a s  a r u s e . to  h o ld  o f f  th e  s u i to r s .
T h is p o s i t io n in g  o f th e  s to ry  o f P e n e lo p e 's  weaving t r i c k  i s  e s p e c ia l ly  
c u r io u s  s in c e , in  th e  f i r s t  in s ta n c e ,  P e n e lo p e 's  t r i c k  i s  s a id  to  have 
been  d isco v e red  a f t e r  Odysseus’had been away f o r  th re e  y e a r s ,  \7hereas 
in  th e  second in s ta n c e  th e  n a r r a t iv e  c o n t r a d ic to r i ly  s t a t e s  th a t  
Odysseus a r r iv e d  back  in  I th a c a  on th e  v e ry  day th e  weaving was 
f i n i shed.
Perhaps th e  image o f th e  weaving was to o  in v i t in g  f o r  Homer, even
Which one d isc o v e rs  to  be th e  manner o f s to ry  s t r u c tu r in g  in  med­
ie v a l  romance as  w e ll ,  e s p e c ia l ly  in  M alory and A rio s to . Thus, f o r  in ­
s ta n c e , in  Le Morte L 'A rth u r th e re  i s  th e  in c id e n t  o f Bk. IV , c h .19 
when S i r  K arhaus, S i r  Gawain, and S i r  Uwain meet th re e  dam sels and 
v e n tu re  f o r th  on t h e i r  th re e  s e p a ra te  b u t in te r l in k i n g  q u e s ts  w ith  them. 
See: S i r  Thomas M alory, Le Morte D 'A rthur (London: Penguin Books, 1969, 
r p t .  1 9 ? 6 ) ,p .l4 8  f .
S tan fo rd  n o te s  t h i s  c o n tra d ic t io n  a s  w e ll ,  b u t can o f f e r  no e x p la ­
n a tio n  f o r  i t .  See: The Odyssey of Horner, ed , W.B. S ta n fo rd  (London: 
M acm illan, 2nd e d . , 1959> r p t .  1974), V o l . I .p .239»
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i f  i t  d id  in tro d u ce  a s t a t i s t i c a l  in c o n s is te n c y  in to  th e  Odyssey, too  
in v i t i n g  as  an im ag in a tiv e  r e f l e c t i o n  o f th e  Odyssey* s own n a r r a t iv e  
w eaving. F or P enelope’ s a c t  o f weaving may a lso  be re a d  as  an image 
o f Homer* s ovm d e v is in g  o f th e  in terw oven  t a l e s  o f  th e  Odyssey, h is  
"weaving /  a web o f  ^ a r r a t i v ^ t h r e a d s  lo n g  and f in e "  ( O d . i i .  94-95» 
O d.xx iv . 129- 130) .  The verb  i t s e l f  " to  v/eave," up h afn o , in  th e  Odyssey 
i s  a lso  u sed  in  th e  sense of c o n tr iv in g ,  d e v is in g , o r  dev e lo p in g . 
O dysseus e x p l i c i t e l y  names h i s  w anderings a s  th e  c r a f ty  p lo t t in g  which 
h as  been woven (u p h a in e s in ) a g a in s t  him by th e  gods (Od. v . 356-357)*
On a n o th e r le v e l  Homer h as been weaving th e  romance o f th e  Odyssey, 
p a ss in g  th e  se p a ra te  t a l e s  over and u n d er each  o th e r ,  t e x tu r in g ,  
tw is t in g  o r  b in d in g  th e  " th re a d s  lo n g  and f in e "  a s  h is  s to r j” demands.
Ythat th e  t o t a l  romance n a r r a t iv e  th e re fo re  p r o je c ts  i s  a  d i s ­
harm onious v is io n  o f l i f e  v/hich i s  n e v e r th e le s s  o rd e red  w ith in  an 
a r t i s t i c  u n i ty .  One may read  the  romance p lo t  i t s e l f  a s  a  m etaphor, 
a  m u lti-d im e n sio n a l image, o f l i f e ’ s i n t r i c a c y .  C h a rac te rs  a re  subdued 
and s u b je c te d  by overpow ering p lo t  c o m p le x itie s , and th u s  th e  com­
p le x i ty  i t s e l f  s tan d s  ou t in  th e  d ram atic  fo reg ro u n d  a s  one o f th e  most 
pow erful im p ressio n s re c e iv e d  by th e  audience from th e  romance 
e x p e r ie n c e . Like so many o th e r  e lem en ts o f th e  genre o f romance t h i s  
in t e r l a c in g  a sp e c t o f  th e  s t r u c tu r e  i s  t r i c k y .  But then  th e  genre 
may be ty p i f ie d  by th e  g re a t  t r i c k s t e r  O dysseus, who o f f e r s  u s  an 
e x c e l le n t  example o f a  b in d in g  th re a d  f o r  romance: th e  q u e s tin g  f ig u r e .  
What, a f t e r  a l l ,  do th e  Phaecians have to  do w ith  th e  L otus E a te r s ,  o r
•the S ire n s  have to  do w ith ^ th e_ L aestry g o n iah s? One th re a d  h o ld s  them - 
to g e th e r :  t h i s  man who has wandered th rough  t h e i r  p re sen ce . The q u e s t
i t s e l f  u n i f i e s  romance. As f a r  as  th e  c o n t in u i ty  o f th e  romance 
s t r u c tu r e  goes, th e  q uest i t s e l f  i s  fundam ental.
W ithin th e  bounds o f p r a c t ic a l  l im i t s  th e  romance n a r r a t iv e  may 
expand w ith o u t end. Even th e  a tte m p t to  go back where one h a s  once 
b e en , to  re co v er what has been l o s t ,  i s  a fo rw ard , expansive movement
^6u7 d(>(/iLi Cifeyyifvt <ai-5 c^
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in  romance. S t r i c t l y  speak in g , th e re  i s  no re tu rn  in  romance. The 
Odyssey* s romance s i t u a t io n ,  e s p e c ia l ly ,  i s  e n d le s s . Homer’ s v is io n  
o f romance im p lie s  th e  doom of p e rp e tu a l r e s t l e s s n e s s .  Here romance 
te a c h e s  one o f w ars, o f peace which i s  o n ly  a pause in  th e  s t ru g g le ,  
o f h a rd  and m ir th le s s  tim e s , o f renew al a s  on ly  one p a r t  o f a g r e a te r  
p ro c e ss . The conven tions o f romance a re  conducive to  an expansion  o f 
th e  s to ry  in to  a fu tu r e  tim e. Thus, r a th e r  m y s te r io u s ly , th e  romance 
he ro  Odysseus p ro sp e rs  as  th e  champion o f fu tu r e  ach ievem en ts, n o t 
sim ply  a s  th e  champion o f p a s t ach ievem ents. Odysseus th r iv e s  because 
h i s  a c t io n s  a re  su cc e ss iv e j he can move t h r o u ^  th e  i d e n t i t i e s  of 
w a r r io r ,  w anderer, b eg g ar, k in g .
Each scene i s  crowded v /ith  p o s s i b i l i t i e s  in  a romance because
th e  p ro ta g o n is t  i s  an u n s ta b le ,  e l e c t r i c  p e r s o n a l i ty .  Too much happens
a t  once. The w anderer c a r r i e s  w ith  him a memory o f th e  p a s t ,  a
lo n g in g  f o r  th e  f u tu r e  (longed  f o r  w ith  an i n t e n s i t y  which makes i t  a s
f a m i l i a r  as  th e  p a s t ) ,  and i s  in v o lv ed  in  th e  p re se n t in  which th e se
o p p o s ite  fo rc e s  converge and h is  c u r re n t  e x p e rien c e s  accum ulate . I t
i s  a  b e w ild e rin g  s i t u a t io n ,  y e t n a r r a t iv e ly  e x c i t in g .  P a ra d o x ic a lly ,
th e  p a th  o f romance i s  l ik e  th e  p a th  o f a w h irlp o o l vdiich seeks i t s
62  ■end o n ly  to  d is so lv e  in to  a g r e a te r  c o n tin u a tio n . The n a r r a t iv e  o f 
th e  Odyssey i t s e l f  moves in  two d i r e c t io n s  a t  once; tow ards a  c l im a c tic  
in c id e n t  and tow ards a jum ping-off p o in t .  I t  i s  c e n t r ip e t a l l y  o r ie n te d  
tow ards Odysseus* r e tu rn  to  I th a c a  and revenge upon th e  s u i to r s ,  a s  w e ll 
a s  b e in g  o r ie n te d  tow ards Odysseus* draw ing away from I th a c a  a g a in .
Thus th e re  i s  som ething e s p e c ia l ly  c o n tra d ic to ry  about Odysseus 
se e in g  h im se lf as "The I th a c a n ."  Odysseus r e tu r n s  to  I th a c a  a s  a
Cf. E . V inaver, The B ise o f Romance (O xford; U n iv e rs i ty  P re s s ,
1971) , p ,8 0 : ”a R o m ance/ w r i te r  sêe /sT ^ in  / h i s /  m in d 's  eye e n d le ss  
p o s s i b i l i t i e s  o f f u r th e r  grov/th. Hence th e  p a r t  a ss ig n e d  to  u n re a l iz e d  
movements, to  themes' p ro je c te d  in to  th e  fu tu r e  o r in to  th e  p a s t .  There 
i s  no l im i t  to  what a romance m ight e v e n tu a lly  re c e iv e  w ith in  i t s  
o r b i t . . .e v e ry th in g  we see o r read  about i s  p a r t  o f a  w ider canvas, o r  
a work s t i l l  u n w rit te n , o r a design  s t i l l  u n f u l f i l l e d . "
(24)
s tr a n g e r  and f o r  many I th a c a n s  he i s  l i t t l e  more than  a memory. In  
th e  assem bly o f tow nspeople a f t e r  Odysseus has k i l l e d  th e  s u i to r s  
( " th e  b e s t  men o f th e  K e p h a lle n ia n s ,"  x z iv . 429) E u p e ith e s , v/ho speaks 
f o r  "more than  h a l f "  o f th e  tow nspeople (x x iv . 463) ,  r e f e r s  to  
Odysseus a s  a  nam eless in t r u d e r  in to  t h e i r  community. "T his man,"
E u p e ith es  c a l l s  O dysseus, " h e , . .h im .• .h e "  (x x iv . 4 2 6 -4 3 0 )j n ev er 
g iv in g  Ocîysseus h i s  name. There i s  a profound la c k  o f reu n io n  a t  the  
end o f th e  Odyssey* s tw e n ty -fo u r th  book. As Tennyson observed ,
Odysseus must wander on in  o rd e r  to  rem ain a l iv e ,  he "cannot r e s t  from 
t r a v e l , "  he has "become a man /  f o r  alw ays roam ing w ith  a hungry 
h e a r t . A s  th e  romance w anderer, th e re  i s  a s p e c ia l  type of 
estrangem ent w ith  re g a rd s  to  a l l  th in g s  which Odysseus must s u f f e r  -  
and which i s  on ly  re so lv e d  by movement.
Two th in g s  a re  suggested  h e re  about th e  Odvssev and about th e  g en re  o f 
romance. F i r s t ,  c o n s id e rin g  romance a s  l i t e r a t u r e  o f s e lf -d is c o v e ry  
one must conclude th a t  i t  i s  th e  t r a v e l l e r  *s way o f s e lf -d is c o v e ry .
Romance i s  about d isc o v e rin g  o n e se lf  in  o p p o s itio n  to  su rro u n d in g s 
which a re  fo re ig n  to  o n e s e lf .  The p ro ta g o n is t  must alw ays be moving 
on; what he i s  can n ev er be where he i s .  'S e co n d ly , romance i s  th e  
genre p a r e x ce lle n ce  of n a r r a t iv e  com plex ity  -  in  th e  sense th a t  i t  may 
c o n ta in  v i r t u a l l y  any number o f n a r r a t iv e  e lem ents and s t i l l  c re a te  a  
u n i f i e d  whole. A romance may even go in  two d i r e c t io n s  a t  once, a s  w ith  
Odysseus* r e tu rn  to  I th a c a  and passage beyond I th a c a ,  and c re a te  a 
un ifo rm  s to ry . The u n ify in g  p r in c ip le  i s  a k in d  o f c o n s ta n t in c o n s i s t ­
ency , n o t in  the  sense  o f c o n t in u a lly  b re a k in g  dovn o u r knowledge o f a 
ch arac te r*  s p e r s o n a l i ty ,  b u t in  th e  sense th a t  th e  n a r r a t iv e  must be 
moving on as  many n a r r a t iv e  p lan es  a s  p o s s ib le ;  i n i t i a l l y  a d is p a ra te  
im p ressio n  must be c re a te d . The com plete work o f romance w i l l
Tennyson, A Choice of  Tennyson’ s V erse (London: F aber & F a b e r,
1972) ,  ed . by Lord David C e c il, "U ly sse s ,"  p p .19-31.
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e v e n tu a lly  u n ify  d is u n if ie d  a c tio n  by f i r s t  c r e a t in g  th e  im pression  of 
an a c tu a l  m u ltiv e rs e , a " t o t a l i t y  o f th in g s  and fo rc e s  which a re  d i s ­
p a ra te  and la c k in g  in  u l t im a te  u n i ty ," ^ ^  and th en  r e t r i e v e  our sense 
o f an o rd ered  u n iv e rse  by re c o v e rin g  whomever o r  w hatever was though t 
to  be l o s t .
Homer in  the  Odyssey e s ta b l is h e d  th e  s t r u c tu r a l  conven tions of 
romance which w il l  develop  th roughou t C la s s ic a l  L i t e r a tu r e ,  blossom  
ag a in  in  th e  H e l le n i s t i c  romances and in  m edieval romance, e v e n tu a lly  
be u sed  by Shakespeare in  h i s  l a s t  p la y s . I f  one engages in  a  p a r a l l e l  
re a d in g  o f P e r i c l e s , Cym beline, The Winter* s Tale and The Tem pest, Act 
by Act and scene by scene , and then  sk e tc h e s  ou t a  s in g le ,  com posite 
p lo t  in  b ro ad  o u t l in e s ,  one d isc o v e rs  Shakespeare has  u sed  th e  "ground 
r u le s "  of romance a s  e s ta b l is h e d  by Homer.
One b e g in s  v/ith  a f i r s t  a c t  in  v/hich th e re  i s  a sharp  r e v e r s a l  o f 
e x p e c ta t io n s , p o s s ib ly  a th o ro u g h ly  u n p le a sa n t d is ru p tio n  o f v a lu e s .
In  each case th e  i n t e n s i t y  may d i f f e r ,  b u t som ething i s  d e f in i t e ly  
b e in g  d is ru p te d . Going in to  th e  second a c t ,  the  v a r io u s  lo s e r s  (who 
have l o s t ,  o r a re  lo s in g ,  home, fa m ily , o r p o s i t io n )  t r y  to  re c u p e ra te  
t h e i r  lo s s e s  engendered by th e  sh arp  r e v e r s a l  o f Act one. Then, by 
Act th r e e ,  a t  l e a s t  th re e  o r fo u r  s e p a ra te  n a r r a t iv e  s tra n d s  a re  s e t  
going  in  th e  p la y . These s tra n d s  a re  a l l  e v e n tu a lly  r e l a t e d  to  one 
a n o th e r , and o fte n  m ir ro r  one a n o th e r a t  a  d is ta n c e  -  y e t  th ey  a ls o  have 
a s e l f - s u f f i c i e n t  q u a l i ty .
With P e r ic le s  and The Winter* s T a le , Act th re e  i s  s e p a ra te d  from 
'A ct fo u r  by th e  p a ss in g  o f a g re a t  amount of tim e , r e s p e c t iv e ly  fo u r ­
te e n  and s ix te e n  y e a r s .  Act th re e  i s  s e p a ra te d  from Act fo u r  in  
Cymbeline by th e  f i n a l  d e c la ra t io n  and c o n so lid a tio n  o f war p lan s  in  
Rome, in  The Tempest by th e  s te m  rem inder w ith  A r ie l* s  w eird  banquet 
th a t  A ntonio , S e b a s tia n , and Alonso a re  " th re e  men o f s in "
b b b s te r* s  T h ird  Hew I n te rn a t io n a l  D ic tio n a ry  o f The E n g lish  
Language U nabridged, Vol. I I ,  op. c i t .
(26)
( T p . I I I . i i i . 33)• In  a l l  c a se s , a t  t h i s  s l i g h t l y  more than  h a lf-w ay  
p o in t in  th e  p la y s ' s t r u c tu r e ,  th e re  i s  a  severe  ru p tu re .  Something 
i s  tak en  away which cannot he re p la c e d .
By Act fo u r  a  maze o f co n fu sin g  in te r a c t io n s  i s  f u l l y  a t  work and 
o u r a t te n t io n  i s  now f ix e d  on th e  em otional and p sy ch o lo g ica l 
t r i b u l a t i o n s  o f one f ig u r e  o r  one c o n s is te n t  s e t  o f f ig u r e s  and th e  
a c t iv e  a ttem p t by some o f th e  lo s e r s  to  t r j ' ’ and r e d i r e c t  th e  course  o f 
t h e i r  own f o r tu n e .  Act f iv e  i s  a b lossom ing o f u t t e r  amazement, by 
means o f unexpected  outcomes w ith  th e  lo s e r s  from Act one re g a in in g , 
in  some way, what th ey  had p re v io u s ly  l o s t .  " B a s ic a l ly ,  we have 
fo llo w ed  an em otional and p sy ch o lo g ica l rhythm from u t t e r  d e p re ss io n  
to  u t t e r  e l a t io n .  Where Shakespeare d i f f e r s  most s ig n i f i c a n t ly  from 
Homer in  h is  use o f  romance i s  t h a t  he does n o t c re a te  in  h i s  romances 
a s in g le ,  on-go ing  f ig u re  l ik e  Odysseus (a lth o u g h  one may tr a c e  a 
com posite developm ent o f Odyssean themes th roughou t S h a k e sp e a re 's  
r o m a n c e s ) . H i s  p lay s  a l l  a ttem p t to  reach  a f irm  c o n c lu s io n , to  
a rran g e  th e  d is o rd e r  to  our s a t i s f a c t i o n ,  to  c re a te  a m u ltiv e rse  o f  
lo s s  which becomes a u n iv e rse  o f con ten tm en t.
S hakespeare, The Tempest, p p .1-26 in  W illiam  Shakespeare -  The 
Complete Works, e d ite d  by P e te r  A lexander "(London & Glasgov/: C o ll in s ,  
1931, r p t ~ ^ 7 Ï ) . T his w il l  be th e  e d i t io n  o f Shakespeare u sed  in  
t h i s  t h e s i s .
I t  i s  in t e r e s t in g  to  n o te  th a t  The Tempest has in s p ir e d  an 
e x tra o rd in a ry  amount o f a r t i s t i c  c re a t io n s  by p o e ts  o r d ra m a tis ts .
F o r example: The Tempe s t , o r The Enchanted Is la n d  by John Dryden and 
W illiam  Devenant ( I 667) Thomas S h ad w ell's  o p e ra t ic  a d a p ta tio n  o f the  
Dryden-Davenant v e rs io n  under the  same name (1673)5 David G a r r ic k 's  
a l t e r a t i o n  w ith  music by John C h ris to p h e r Smith (1736); E.G. W aldron, 
The V irg in  Queen (1797); F red e ric k  Reynolds and Henry Rowley B ish o p 's  
" o p e ra tiz e d "  v e rs io n  based on John P h i l ip  K em ble's e a r l i e r  v e rs io n  
( 1821) ;  Beerbohm T re e 's  I 904 v e rs io n , a l t e r n a t e ly  t i t l e d  The G ir l  From 
P ro sp e ro 's  I s la n d ;  V/.H. Auden, "The Sea and th e  M irro r ,"  in  F or The 
Time Being " [ l ÿ ^ ) . For more. See; G.C.D. O d e ll, Shakespeare irom  
B e t te r to n  to  I rv in g  (New York: S c r ib n e r 's  Sons, I 920}; J .C . T rew in, 
S hakesreare  on the E nvlis h  Stage 1900-1964 (London : B a rr ie  &
R o c k l i f f ,  1964) .
F or more on th e  com posite developm ent o f Odyssean themes th ro u g h ­
o u t S h ak esp ea re 's  rom ances, see C hapter V III  of t h i s  s tu d y , "Odyssean 
Themes in  Shalcespearean Romance."
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H e l le n i s t i c  Romance & E liz a b e th a n  Romance
The Odyssean’ ex p erien ce  v/as su b seq u en tly  abso rbed  as  one o f th e  
p r in c ip a l  s t r u c tu r a l  components in  th e  n a r r a t iv e  com position  o f th e  
H e l l e n i s t i c  rom ances. In  th e  l a s t  few decades th e  im portance o f th e se  
rom ances a s  a shap ing  in f lu e n c e  in  th e  developm ent o f E liz a b e th a n  ro ­
mance, b o th  p rose  romance and d ram a tic  rom ance, has been f i rm ly  e s ta b ­
l i s h e d .^ ^  The H e l le n i s t i c  romance which ap p ears  to  have been th e  most 
p o p u la r  in  E liz a b e th a n  tim e s , H eliodorus* A e th io p ic a , h as lo n g  been 
n o te d  f o r  th e  number o f  c h a r a c t e r i s t i c s  which i t  sh a re s  w ith  H om er's
- gg
Odyssey -  b u t no a ttem p t has y e t  been made to  l in k  th e  O dyssey, the
A e th io p ic a , and E liz a b e th a n  romance by way o f an a ly z in g  th e  sh a red
69s t r u c tu r e  o f the  romance form .
The prom inence o f th e  A e th io p ic a - in  p a r t i c u l a r  i s  a t t e s t e d  to  
by re fe re n c e s  made to  i t  by such a wide range o f a u th o rs  a s  th e
See e s p . ; C arol G esner, Shakespeare The Greek Romance (L ex in g­
ton ; The U n iv e r s ity  o f  Kentucky P r e ss , 1970}» H a l le t t  Sm ith,
Shake spa a r e ' s  Romances -  A Study o f Some VJays o f th e  Im agination  ( San 
M arino; The H untington L ib rary , 197^ JT 'C h .I ,p p .1 -2 0 , "The Romance 
T ra d itio n  as i t  In flu en ced  Shakespeare"; G eoffrey  B u llou gh , ed . 
N a rra tiv e  & Dramatic Sources o f  Shakespeare (London: R outledge &
Kegan P a u l/  1937-1975*) V o is . iT*”I I ,  V I, V III; James V/inny, E liza b eth a n  
P rose T r a n s la tio n s  (Cambridge: U n iv e r s ity  P r e ss , I 96O); W alter V/. Greg, 
P a s to r a l P oetry  & P a sto r a l Drama: A L ite r a r y  In n u ir y , w ith  S p e c ia l  
R eferen ces  to  the P re -R esto ra tio n  Stage in  England (London; A.H.
B u lle n ,  19517; S.H . H aigh t, Lore E ssa y s  on Greek Romances ( l i .Y .:  
Longmans, Green & C o ., 1945)7p?*142-190» Fernand B a ld en sp erg er , "Was 
O th e llo  an E th iop ian?"  Harvard S tu d ie s  & N otes in  P h ilo lo g y  & 
L ite r a tu r e , XX (1 9 3 8 )>PP*3“i4*
B eg in n in g  w ith  C lara R eeve, The P rogress o f  Romance (Hew York:
The F a c s im ile  Text S o c ie ty , 1930, r p t . from the C o lch ester  ed . o f  I 785) ,  
p . 32; Ben E. P erry , The A ncient Romances (B erk eley : U. o f  C a l i f .  P r e s s ,  
1967) ;  Thomas R. G oethals J r . ,  "The Ae th io p ic a  of H eliod oru s: A 
C r it ic a l  S tudy,"  Columbia U n iv e rs i ty " Ph.D. D i s s . , 1959 (D ep t, o f  
P h ilo so p h y ), U n iv e r s ity  M icro film s, I n c . ,  Ann Arbor, M ich ., n o .61-3882; 
S ir  W alter Lamb, i n t r .  to  h is  t r a n s .  o f  H e lio d o ru s' E th io p ia n  S tory  
(London: J.M. Dent & Sons, L td . , 1961) ;  C. G esner, Shakespeare & The 
Greek Romances l o c . c i t .
"9 seg  a lso : 'A p p e n d ix  i i '" S h a k e s p e a r e 's  Romances and H erodo tus '
pp. 352- 359 .
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^ i t u p e r a t i v e / u r i t a n  Stephen G ossonJ®  the  d ra m a tis t  Ben Jo n so n  J ' ’
S i r  P h i l ip  S idney in  h is  Apology f o r  P o e t r y , t h e  p o e t ,  th e o lo g ia n
and m is c e l la n i s t  Joseph  H a ll ,^ ^  and Shakespeare h im se lf  i n ^  l i t e r a r y
a s id e ^ a d e  hy  Duke O rsino in  Twelfth H ig h t.'^^ Added to  t h i s ,  th e re  i s
ev idence  th a t  a t  l e a s t  th re e  p la y s  were produced, C a r ic le a  (1572-73)»
The Queen o f E th io p ia  (1578) and The White Moore ( c ,  1594-c. 162$),
a l l  o f v/hich were d e riv e d  from H eliodorus* A e th io p ic a .
A f te r  H eliodorus* A e th io p ic a , th e  th re e  most p o p u la r H e l l e n i s t i c
rom ances were A c h ille u s  Tatius* C litophon  & L eucippe , f i r s t  a v a i la b le
76in  E n g lish  in  1597» Longus* Daphnis & C hloe, a v a i la b le  in  E n g lish  
77from  1587» and th e  anonymous A p o llon ius o f T yre , which reach ed  th e  
E l iz a b e th a n s  f i r s t  th rough  John Gower's C onfessio  Am a n t i s  and th en
70 S tephen Gosson, "P layes C onfuted in  F iv e  A c tio n s ," p p .157-218, e sp . 
p p .188- 189, in  The E n v lish  Drama & S tage under  th e  Tudor & S tu a r t  
P r in c e s  1543-16o4 ( i l l u s t r a t e d  by ^  s e r i e s  o f docum ents t r e a t i s e s  & 
"poems), ed . by W.C. H a z l i t t ,  I 869.
Ben J o n s o n , The Sad Shepherd, I .  v . 94-97» in  The Complete w biks, 
ed . C.H. H e rfo rd , P. & E. Simpson (O xford; C larendon P re s s , 1 9 4 1 ).
S i r  P h i l ip  S idney , An A y o l o g y  f o r  P o e try , ed . G. Shepherd, cp . 
c i t . , p .103.
Joseph  H a ll ,  V irgidem iarum  (London: P r t .  by J .  H arison  f o r  
R. D ex te r , 1602), p .16 in  "L ib . I "  in  which he p e jo r a t iv e ly  r e f e r s  to  
C h a r ic le a ;  "Be shee a l l  s o o t ie - b la c k e . . . /  S h o e 's  w h its  a s  morrows m ilk ."
W illiam  S hakespeare , Tw elfth  N ight V. i .  I I I - I I 4 . A lexander T ex t.
See: A lfre d  H arbage, Annals o f E n g lish  Drama 975-1700 (P h ila -d e l-  
p h ia : U n iv e rs ity  o f P ennsy lvan ia  P re s s ,  1 3 4 0 ) ,ppT40 ,42 ,100 ; J.Q,Adams, 
" H i l l ' s  L i s t  of E a r ly  P lay s  in  M an u sc rip ts ,"  4 L ib ra ry  20 ( l9 4 0 ) ,p p .8 0 -  
'8 l ;F .G . F le a y , A C hronicle Ei_story pf th e  London S tage 1559-1642 (New 
York: 1909) ,  p . 20; John B. C o l l ie r ,  The H is to ry  o f E n g lish  Dramatic 
P o e try  (London: I 831) .
See: A c h ille u s  T a tiu s , The Loves o f C litophon & L eucippe, t r a n s .
7/. B u rto n , ed . Stephen G ase lle  &TH.F.B. B re tt-c m ith  (OxTord: U. P r e s s ,
1923) .
77 See; Daphnis & C hloe, The E liz a b e th a n  V ersion  from Amyot» s T ran s- 
l a t i o n ,  by A ngell Daye ( London : David L u tt in  th e  u trancl, I 85O).
H(>u) à1,0 d o  i 2hiîA>
a M  ?
(29)
th ro u g h  Laurence T w ine 's  ^  f a t t e m e  o f P a ln e fu l l  A dventures ( l6 0 7 ) N
I t  i s  c l e a r  why th e  H e l le n i s t i c  romances s u i te d  th e  E l iz a b e th a n s ’
t a s t e ,  why t h e i r  l i t e r a r y  c h a ra c te r  ap p ea led  to  th e  E n g lish  n a t io n a l
c h a r a c te r  o f th e  E liz a b e th a n  age. In  the  H e l le n i s t i c  rom ances,
b e n e f ic e n t ,  a b so lu te  m onarchies a l l  trium ph in  the  end , e i t h e r
e x p l i c i t l y ,  as  w ith  C h a r ic le a 's  f a t h e r  K ing Hydaspes in  th e  A e th io p ic a ,
o r  by  im p lic a t io n ,  a s  w ith  A p o llo n iu s ' handing out o f rev/ards and
punishm ents a t  th e  end o f A p o llon ius o f T yre . C h a r ic le a , e s p e c ia l ly ,
would have been a v e ry  a t t r a c t i v e  f ig u r e  f o r  an E liz a b e th a n  a u d ien ce .
She i s  b o th  p o l i t i c a l l y  a s tu te  and m arv e llo u s ly  fe m in in e , sagacious,.... ,
w i t ty ,  a t t r a c t i v e ,  c a u tio u s  o r  a g g re ss iv e  a s  th e  o ccasio n  demands. In
contem porary , E liz a b e th a n  eyes C h a ric lea  m ight e a s i ly  have been seen a s
" th a t  id e a l iz e d  v e rs io n  of q u e e n lin e ss  t h a t  was so pow erful a  f a c t o r  in
79th e  E liz a b e th a n  im a g in a t io n ," ^  which Edmund S penser s t r e s s e d  in  th e  
f ig u r e  o f G lo ria n a , th e  F a e r ie  (Queene h e r s e l f .
The H e l l e n i s t i c  romances a re  a ls o  a  w onderful combinat io n  of th e  
s p ic y  and th e  d e l i c a t e ly  m odest, th e  cand id  and theÇ^ l l e ^  made up  of 
n a r r a t iv e s  which o s c i l l a t e  sh a rp ly  and c o n t in u a lly  betw een c o n t r a s ts  of 
good and e v i l .  One moment a l l  i s  v io le n c e , one moment a l l  i s  peace . 
T h e ir  n a r r a t iv e  tem per i s  one o f  r i s k  and e x c item e n t, vehement a n x ie ty , 
lo v e  which i s  f lo w ery  and r i c h ,  d e s p a ir  which i s  t o t a l l y  b la c k , an 
e x u l ta t io n  p e r f e c t ly  mounted on th e  h e ig h ts .  The e v i l  c h a ra c te r s  
re c e iv e  j u s t  punishm ent, th o se  who a re  n o t h e a r ty  d ie  o f f  q u ic k ly , 
w h ile  th o se  who are  b o th  r e s i l i e n t  and v ir tu o u s  p ro sp e r . The 
H e l l e n i s t i c  romances a re  n a tu r a l ly  ak in  to  th e  s p i r i t  o f th e  E l iz a b e th ­
an w orld  w here, a s  V irg in ia  Wolf n o te d , th e  r a in  f a l l s  vehem ently  o r
78 See: G eoffrey  B u llough , N a rra tiv e  & D ram atic Sources o f Shakespeare 
(London: R outledge & Kegan P a u l, 1937-1375)» VolTvi.
79 Graham Hough, A P reface  to  th e  F a e r ie  Queene (London: Duckworth,
1962) ,  p . 229.
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n o t a t  a l l ,  th e  sun b la z e s  o r  th e re  i s  t o t a l  d a rk n ess .
The H e l le n i s t i c  romances and E liz a b e th a n  drama a ls o  share  th e  more 
p a r t i c u l a r  s i m i l a r i t y  o f b e in g  th e  p o p u la r form o f  l i t e r a r y  e n t e r t a i n ­
ment o f t h e i r  day which were w r i t t e n  in  a cosm opolitan  atm osphere by
ex trem ely  w e ll- re a d  men who were d i r e c t in g  t h e i r  work tow ards a s  wide
8 lan aud ience a s  p o s s ib le .  The H e l le n i s t i c  romances them selves a re  
th o ro u g h ly  s y n c re t ic  works of a r t  v/hich a t t e s t  to  b o th  a wide range o f 
l i t e r a r y  ex p erien ce  on t h e i r  au thors*  p a r t  and an audience w ith  a 
t a s t e  f o r  e c l e c t i c  l i t e r a r y  m ix tu re s . The A e th io p ic a * s use  o f th e  
Odyssey i s  n o t o b tru s iv e ,  s t i l l ,  as  C la ra  Reeve n o ted  o f H e lio d o ru s , 
h i s  "m an n ers .. .a r e  e v id e n t ly  im i ta t iv e  o f ^ o m e r / ,  and /one shou lÿ^
82re s p e c t  /The A e th io p ica /  on t h i s  a c c o u n t."  H eliodo rus p o s s ib ly  
s t r u c tu r e d  h i s  A e th io p ica  a long  th e  l i n e s  o f th e  Odyssey, s t i l l  an 
immensely p o p u la r work in  h is . own tim e ,^ ^  to  in su re  th e  su ccess  o f 
h i s  own work by u s in g  a w e l l - te s t e d  fo rm ula f o r  l i t e r a r y  su c c e ss . 
Shakespeare  was fo llo w in g  a s im i la r  method o f c a te r in g  to  an a lre a d y  
w e l l - e s ta b l i s h e d  t a s t e  when he produced P e r i c l e s .
The A e th io p ic a  i t s e l f  i s  an o v e r - r ic h  c lu s te r in g  o f c h a r a c te r s
^   —   _
80 V irg in ia  W olf, Orlando (London: Hogarth P re s s ,  1942), p . 35.
O
Of. A .H arbage, Shakespeare* s Audience (New York: Columbia 
U n iv e rs i ty  P r e s s ,  1 9 4 P r io r , ' "The E liz a b e th a n  Audience & The 
P la y s  o f S h ak esp ea re ,"  x l i x ,  195 2 ,p p .101-123; J . Danby,
E liz a b e th a n  & Jacobean P o e ts  (London: F aber & F ab er, 1 9 6 5 ,p b .rp t. o f 
P o e ts  on F o r tu n e 's  H i l l ) ;  w ith  E.H. H aigh t, E ssays on th e  Greek 
Romances (New York: Longmans, Green & C o., 1933)T~Exwin Rohde, 1 e r  
G riechiscb.e Roman und Sein  V o r la u fe r , o r . c i t .
C la ra  Reeve, The P ro g ress  o f Romance (London: 1735)» on. c i t . ,
p . 3 2 .
See: Santo M azzarino , T ^  End o f th £  A ncient V.'orld, t r a n s .
G. Holmes (New York: Knopf, 196*6)7 H .I . M arrou, A H isto ry  o f EducaM on
in  A n tiq u ity , t r a n s .  G. Lamb (London: Sheed & Ward, 19^6)4
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and in c id e n ts ,  ^ In  i t s  app ro x im ate ly  two hundred and e ig h ty  pages 
th e re  a re  more th an  t h i r t y - f i v e  im p o rtan t c h a r a c te r s ,  th e  hero  and 
h e ro in e  escape d e a th  a t  l e a s t  e lev en  tim e s , e ig h t  d i f f e r e n t  men t r y  
to  m arry th e  h e ro in e , in  th e  f i r s t  c h a p te r  th e  h e ro in e  i s  alm ost 
k i l l e d  tw ic e , m ajor c h a ra c te rs  ap p ear and d isa p p e a r  l ik e  le a v e s  in  th e  
w ind, and in c id e n t  i s  p i le d  upon a c c id e n t which i s  p i le d  upon 
co in c id en ce  u n t i l  th e  n a r r a t iv e  i s  a .v i r t u a l  w h ir l ig ig  o f a c t io n  and 
em otion .
The vdde v a r ie ty  of the  A e th io p ica  i s  h e ld  to g e th e r  hy a c o n s is ­
t e n t  n a r r a t iv e  p a t te r n .  Every one o f  th e  te n  books v/hich d iv id e s  th e  
A e th io p ic a  ends w ith  a " c l i f f -h a n g e r "  in c id e n t ,  w ith  a  c r u c ia l  prophecy 
o r  a t  a  rem arkably  h ig h  p la te a u  o f  em otion and e x p e c ta tio n . W ith th e  
e x c e p tio n  o f th e  A e th io p ic a 's l a s t  book, a c h a p te r  n ev er ends by 
le a v in g  you where you a re ,  b u t alw ays a tte m p ts  to  p ro p e ll  you fo rw ard  
in to  th e  n e x t c h a p te r . H eliodorus o v e r-e x te n d s  t h i s  p rocedure and th e  
Aethiopica cou ld  e a s i l y  have been drawn to  a f i t t i n g  co n c lu s io n  in  th e  
n in th  book ( in s te a d  o f th e  te n th )  v/hen th e  h e ro in e  f i n a l l y  m eets h e r  
f a t h e r .
In  Hom er's Odyssey th e  hero  t r a v e l s  from  th e  t im e le s s  la n d  o f the  
dead to  th e  ageing  la n d  o f th e  l iv in g ,  from co n fe ren ces  w ith  th e
85im m ortal gods to  c o n v e rsa tio n s  w ith  o ld  shepherds. ^ The A e th io p ic a
^  The E n g lish  t r a n s la t io n  o f H e lio d o ru s ' A e th io p ica  which I  have 
u se d  i s :  An A eth io p ian  H is to ry  W ritten  in  Greek by H e lio d o ru s , Eng­
l i s h e d  by Thomas Underdowne (London: David N u tt P u b ., The Tudor T ra n s .,  
1 8 9 5 7 V o l . e d .  W.E. Henley .
The Greek te x t  which I  u sed ^ fo r H eliodorus i s : HLIODOROY AITHIOPIKON 
H elio d o re -L es  E th io p in u es  (Thearène  e t  C h a r id e e ) ( P a r i s :  S o c ié té  
D 'E d itio n  'L es  B e l le s  L ettresT ^T T oO  2nd~ed%')", e d . R.M. R atten b u ry  & Rev. 
T.W. Lumb.
O dyssey' s e c le c t ic is m  ex ten d s  th rough  ev ery  le v e l  o f th e  poem. 
Bronze and iro n  age weapons a re  m ingled in  th e  same b a ta l l io n  and words 
a re  mixed in  th e  same sen tence  v/hich a re  se p a ra te d  oy  c e n tu r ie s  in  
te rm s o f d a i ly  u s e . See: D .L .Page, H is to ry  & The Homeric I l i a d  
(B e rk e ley : U n iv e rs ity  P re s s , 1959)) '«ace & S tu b b in g s, Companion to  
Homer (London: M acmillan & C o., L td . ,  I 962) .
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c o n tin u e s  to  u t i l i z e  t h i s  romance conven tion  o f e c le c t ic is m  and 
c o n ta in s  an ex trem ely  wide range o f  l i t e r a r y  form s and e x o tic  m o tif s .
The A e th io p ic a  i s  b o th  a tra v e lo g u e  w ith  d e s c r ip t io n s  o f D e lp h i,
86lîgypb, P e rs ia n  and E th io p ian  custom s and an in d iv id u a l  q u e s t ,  b o th  
a  q u a s i - h i s t o r i c a l  document r e l a t i n g  t a l e s  o f  war and fo re ig n  
dom ination  and a t a l e  o f  love and ad v en tu re , bo th  an e p ic  o f  r e tu r n  and 
a  k in d  o f f a i r y - t a l e  o f  the  snow-white P r in c e s s  C h a r ic le a  unknov/ingly 
b o rn  o f  b la c k  p a re n ts  and s t ru g g l in g  to  d is c o v e r  h e r  t ru e  i d e n t i t y .
As an im p o rtan t in f lu e n c e  on E liz a b e th a n  prose  romance and d ram atic  
rom ance, one can see how th e  A e th io p ica  would in s p ir e  an em u la tin g  
a u th o r  to  in c lu d e  th e  w ild e s t  s e le c t io n  o f e lem en ts in  h i s  romance 
v/ork.^^
I t  i s  a common c r i t i c a l  rem ark made about th e  H e l le n i s t i c  
rom ances which were most in f lu e n c ia l  in  E liz a b e th a n  and Jacobean 
E ngland th a t  th e y  a r e ,  to  one degree o r a n o th e r , p an eg y rics  to  m oral
And su b seq u en tly  u sed  by modem s c h o la rs  as a source o f 
in fo rm a tio n  about a n c ie n t E th io p ia . See: Zoe Athena G lava, "A Study 
o f  H e lio d o ru s  & H is Romance The A e th io p ic a , w ith  a  c r i t i c a l  e v a lu a tio n  
o f  h i s  work a s  a  s e r io u s  source o f in fo rm a tio n  about a n c ie n t E th io p ia ,"  
New York U n iv e rs i ty ,  Ph.D. D is s . ,  1937.
^7 Among P re-S hakespearean  romance w r i t e r s ,  Samuel Lee W olff, in  h is  
e x h au s tiv e  s tudy  o f th e  in f lu e n c e  o f the  H e l le n i s t i c  romances on 
E liz a b e th a n  w r i t in g ,  s in g le s  ou t John L yly , George P e e le , and R obert 
Greene a s  th e  th r e e  vo?iters most e f f e c te d  by H e l le n i s t ic  rom ances.
S ee: Samuel Lee W olff, The Greek Romances in  E liz a b e th a n  P rose F ic t io n  
(New York: Columbia U n iv e rs ity  P re s s ,  1912), e sp . pp. 243-202, 307-458. 
Among th e  anon^mious Pre-Shake spearean  romance p lay s  th o se  v/hich show 
th e  g r e a te s t  in f lu e n c e  o f  th e  H e l le n i s t ic  romances would be ‘The Rare 
Triumphs o f Love & F ortune  (c o n s id e re d  as an im p o rtan t in f lu e n c e  on 
Cymbeline and The Ternre ^ tT ? H ucedorus, Clyomon & Clamydes, and Common 
C o n d itio n s . See: S .L . W olff, i b i d . ; P a t r i c i a  R u s s e ll ,  "Romantic 
N a r ra t iv e  P lay s : 1570-Ï590 ,"  p p .107-130 iu  S -u-A .S . 9» (London: .
Edward A rnold L td . ,  1966); J.M . Nosworthy, ed . Cymbeline (London:
New Arden E d i t io n ,  1955), e sp . i n t r . p .  xxv.
' J
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p u r i ty  and c h a s ti ty .^ ®  The h e ro es  and h e ro in e s  a re  to  he talcen as  
w a r r io r s  o f c h a s t i t y ,  th e  argument go es, th e  " i n s t i t u t i o n "  which 
triu m p h s i s  "Pure Love," and the  people v/ho always re c e iv e  th e  h ig h e s t  
p r a is e  a re  th e  id e a l  couple upon whom th e  a c t io n  c e n tr e s .  But t h i s  
assessm en t o v e rlo o k s  a t  l e a s t  h a l f  th e  e n te r ta in m e n t v a lu e  o f th e se  
rom ances; t h e i r  d is p la y s  o f e ro tic is m  and lo n g , g e n t le ,  s t im u la to ry  
e x p o s it io n s  o f th e  jo y s  o f sen su a l p le a s u re .
A ll o f th e  H e l le n i s t i c  rom ances, h u t most e s p e c ia l ly  the  
A e th io p ic a  and A c h ille u s  T a t iu s ’ C litophon  & L eucippe , a re  la c e d  w ith  
a v e in  o f raw , n o n -se n tim e n ta l s e x u a l i ty  ( i n  sh arp  c o n tr a s t  to  t h e i r  
c h a s t i t y  them e). R enaissance re a d e rs  were n o t Squeam ish about 
n o t ic in g  th e  e r o t i c  en te r ta in m en t v a lu e  in  th e se  rom ances. M ontaigne, 
spoke o f  th e  A e th io p ica  in  p a r t i c u l a r  as  "a l i t t l e  to o .. .w a n to n ly  s e t
Oq
o f f ,  and to o  am orous, f o r  an e c c l e s i a s t i c  and s a c e rd o ta l  d a u g h te r ."  
S h a k e sp e a re 's  u se  o f th e  H e l le n i s t i c  romances a s  one o f  h i s  romance 
so u rc e s  h e lp s  to  e x p la in  why he chose to  in c lu d e  such scenes a s  t h a t  
o f  th e  M ytilene  whore house in  P e r i c l e s , Posthum us' s o li lo q u y  about 
th e  r u t t i n g  b o a r in  Cym beline, and L eo n tes ' h a lf -c ra z e d  b la th e r in g s  
abou t s p id e r s  and ponds in  The W in te r 's  T a le .
B oth e r o t i c  love  and ch as te  love a re  b a s ic  components o f th e  
A e th io p ic a . The p r o ta g o n is ts ' c e n t r a l ,  p r iv a te  s tru g g le  i s  s e x u a l: 
how to  cope w ith  sed u ce rs  and how to  behave s e x u a lly  tow ards each  
o th e r .  The p r in c ip a l  re a so n  f o r  th e  sexua l co n serv a tism  o f  th e  h e ro  
and h e ro in e , g iven  by C h a r ic le a  h e r s e l f ,  i s  th a t  c h a s t i ty  se rv e s  as
oo
See, f o r  in s ta n c e ,  Stephen G a se le e 's  in tro d u c t io n  to  h i s  t r a n s ­
l a t i o n  o f  A c h ille u s  T a tiu s ' C litophon  & Leucippe: A c h ille u s  T a t iu s -  
C litophon  & Leucippe , t r a n s .b y  S. O aselle’T lT ndon : Heinemann," 1917) 5 
o r ,  more r e c e n t ly ,  C arol G e sn e r 's  summary of th ese  fo u r  rom ances:
C. G esner, Shakespeare  & The Greek Romances (L ex in g to n , K y .: U. o f 
K entucky P re s s , 1970)7 C h .l.
^9 Montai,gne. Works (B o s to n :  1859 ) ,  t r a n s .  C .C o tton , ed . W .H az litt 
& O.W .W right. In  th e  e ssa y  "Of Recompense o f H onour," V o l . I I , p .73.
C o  u l  ^ " iT/'
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a more pov/erful l in k  betw een th e  unwed couple than  sex u a l in te rc o u rs e
would prove to  b e , t h a t  c h a s t i ty  i s  a mo r e - th a n - e a r th ly  and s t ronger -
90th a n - e a r th ly  bond. But th e  p re s e rv a tio n  o f b o th  the  hero  and 
h e r o in e 's  c h a s t i t y  in  the  A e th io p ica  a lso  c r e a te s  many o f  the  
s i t u a t io n s  which g ive  th e  A e th io p ica  i t s  n a r r a t iv e  momentum and c re a te  
re a d e r  i n t e r e s t .  To be b lu n t ,  one i s  c o n tin u a lly  fo rc e d  in to  th e  
p o s i t io n  o f  w ondering, "W ill she lo s e  i t  t h i s  tim e?" o r  "W ill he lo s e  
c o n tro l  and g ive  in  now?" A sexua l te n s io n  i s  e s ta b l is h e d ,  in c re a s e d , 
h e ld  suspended, and n o t re so lv e d  u n t i l  th e  v e ry  l a s t  scene when 
C h a irc le a  and Theagnes go o f f  to  be v/ed,^^
A s ta t e  o f romance in d e te rm in acy  i s  th u s  b o th  h e ig h ten ed  and 
d i r e c te d  in  th e  A e th io p ica  by a s tro n g  m ix tu re  o f young, i d e a l i s t i c  
lo v e  c o n fro n tin g  seasoned , sen su a l p le a su re s  -  an elem ent one found in  
th e  Odyssey on ly  in  N a u s ic a a 's  d e l i c a te ly  ex p ressed  a f f e c t io n  f o r  
O dysseus, The ex p erien ce  o f p re se rv in g  t h e i r  c h a s t i ty  in c re a s e s  th e  
o c ca s io n s  f o r  r i s k ,  w dlyness, tu rb u le n c e , and a b e w ild e r in g  maze o f 
e v e n ts  a s  C h a r ic le a  and Theagnes wander from D elphi to  E th io p ia . 
Shakespeare  w i l l  u se  a s im ila r  d ev ice  w ith  each  young p a i r  o f lo v e r s  in  
h i s  l a s t  p la y s .
The w anderings o f C h a r ic lea  and Theagnes, a s  w e ll as  th a t  o f th e
9^ Thus a t  th e  end o f Book IV in  the  A e th io p ica  C h a ric lea  a s s e r t s  
t h a t  Theagnes " s h a l l  n o t f l e s h ly  have to  doo w ith  m e . . .u n t i l  I  by  mine 
own f r e e  w d ll be c o n te n t he s h a l l  m arrie  me. O ther w ise n e v e r ."
And th en  Theagnes ta k e s  a h o ly  vow "by A pollo o f D e lp h i, and D iana, by 
Venus h e r  s e l f e ,  and a l l  th e  Gods o f Love, th a t  he would do a l l  th in g s  
in  such  s o r t ,  a s  C a r ic le a  would have h im ." A e th io p ic a . op. c i t , , p .117.
9^ The Odyssey fo llo w ed  th e  same sexual te n s io n  tech n iq u e  w ith  
Penelope*s sex u a l f i d e l i t y .  T his fo rm ula  i s  fo llo w ed  as  w e ll in  
C lito p h o n  and L eucippe, D a p l^ s  & C hloe, A po llon ius o f T / r e . E ig h t men 
t r i e d  to  m arry C h a r ic le a , w hile a t  l e a s t  s ix  t r y  f o r  L eucippe; Chloe 
e sc a p es  rape  th re e  tim e s , escap es  th re e  abduction  a tte m p ts ; and Daphnes 
must p re se rv e  Chloe*s c h a s t i ty  by b u y in g -o ff  h e r  f a t h e r  in  Daphnes & 
C hloe . Shakespeare w i l l  re p e a t t h i s  device o f sexua l c h a s t i ty  o r  
f i d e l i t y  in  P e r i c l e s ,  Cym beline, The J i n t e r 's  T a le , and The Tempe s t .
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im p o rtan t c h a r a c te r s  around them, a re  f o r t i f i e d  hy prophecy. U nlike 
th e  O dyssey, however, the  use o f h ig h e r  powers does n o t su g g est a 
m e tap h y sica l c o n t in u i ty .  T h e ir im portance i s ,  a g a in , p r im a r i ly  a s  a 
n a r r a t iv e  tech n iq u e  which draws th e  s to ry  fo rw ard , an o rd e r in g  fram e 
v/hich has no l i f e  o r  a t t r a c t i o n  o f i t s  ovm. The fo rc e  o f prophecy 
e n te r s  in to  th e  genre o f romance a s  an a ssu ran ce  th a t  th e  p ro ta g o n is ts  
a re  n o t l o s t  in  a m eaning less la b y r in th  o f e v e n ts . S im ila r ly ,  in  The 
W inter* s T a le , th e  f a c t  th a t  such a pow erful gij.iding elem ent a s  th e  
D elph ic  o ra c le  e x i s t s  su g g es ts  a s o lu t io n  w i l l  e v e n tu a lly  he found .
The m ystery  o f prophecy le a v e s  th e  fu tu re  open-ended and d i.re c ted  a t  
th e  same tim e , Romance can he a s  much o f a  m yste ry , and n o t alw ays a 
p le a s a n t  one, to  th e  aud ience as  i t  i s  to  th e  p a r t i c ip a n t s .  A ll fo u r   ^
o f  th e  H e l le n i s t i c  romances i n f l u e n t i a l  in  E liz a b e th a n  l i t e r a t u r e  dv/ell 
on a sense o f m y s te rio u s , u p s e t t in g  s u r p r is e s ,  Shakespeare h im se lf  
u s e s  t h i s  romance techn ique  th roughout th e  l a s t  p la y s  and in  an 
e s p e c ia l ly  d is c o n c e r t in g  fa sh io n  in  th e  s ta tu e  scene a t  th e  end of 
The Winter* s T a le , The o r ig in  o f t h i s  romance tech n iq u e  goes hack  to  
th e  f ig u r e  o f O dysseus, shaping  h im se lf  to  h is  w orld , shap ing  h is  
s t r a t e g i e s  on th e  p r in c ip le  o f m y ste rio u s  s u r p r is e .
The f a c t  th a t  C h aric lea  and Theagnes a re  fo re v e r  t r y in g  to  draw 
t h e i r  s t r e n g th  from heaven ly  so u rces  a lso  a m p lif ie s  t h e i r  a ttem p t to  
he b e t t e r  (b o th  m o ra lly  and s p i r i t u a l l y )  than  o rd in a ry  men. Even 
b e fo re  C h a ric lea  d isc o v e rs  h e r ro y a l p a ren tag e  i t  i s  c l e a r  from h e r  
a c t io n s  th a t  she i s  an a r i s t o c r a t i c  o r "upper c la s s "  human b e in g . The 
p r o ta g o n is ts ' e s s e n t i a l  p ie ty  in  th e  A e th io p ica  i s  a lso  l in k e d  to  t h e i r  
s o c ia l  s tan d in g : th ey  a re  a tte m p tin g  to  e x i s t  in  confo rm ity  w ith  th e  
s u p e r io r  s tan d a rd s  o f an upper c l a s s ,  t hey a re  u p h o ld e rs  r a th e r  than  
a b ro g a to rs  o f th e  s ta tu s  quo. The romance th u s  n e a t ly  ends w ith  
t h e i r  r e tu r n  to  a p lace  of h ig h  s o c ia l  s ta n d in g  which th ey  have shown 
th e y  d e se rv e ,
 •j X^bng' T Iîr ivâ^""'^ t h e i r  re in s ta te m e n t one v e ry  prom inent m etaphor
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em erges from t h e i r  t r a v e l s  -  th e  id e a  o f k l a b y r in th , /o f  th e  in d ir e  
v/ay. The image and experience  o f amazing e s  i sy '^ow ever, p a r t  o f 
a l l  H e l le n i s t i c  rom ances. You can n ev er q u ite  t e l l  what w i l l  happen 
n e x t ,  a lth o u g h  you lo a m  to  expec t som ething d i f f e r e n t  ( and p robab ly  
d is r u p t iv e )  to  happen a t  any moment. T his goes back to  a p o in t made 
e a r l i e r ,  a t  th e  end of th e  s e c tio n  on th e  Odyssey, where i t  was n o ted  
th a t  th e re  i s  a s p e c ia l  k in d  o f a l ie n a t io n  in  romance which on ly  
movement r e s o lv e s .  People e x i s t  w ith o u t t h e i r  t ru e  i d e n t i t y  and 
e v e n tu a lly  d isc o v e r  t h e i r  r e a l  i d e n t i t y  by w andering tow ards what 
a c tu a l ly  be longs to  them. And, w ith  th e  most s u b tle  c a se s  o f t h i s  
e s tran g em en t, such a s  Odysseus on I th a c a  o r  P rospero  w ith  h i s  fa m ily , 
peop le  may a r r iv e  "back where they  belong" and s t i l l  f in d  them selves 
s t r a n g e r s .  Or, as th e  ho n est c o u n se llo r  Gonsalo say s : " a l l  o f u s  
o u rs e lv e s  /  When no man was h i s  own" (T^. V . i . 212-213).
Two o f th e  s tro n g  p o in ts  o f th e  genre o f romance a re  i l l u s t r a t e d  
h e re :  th e  a b i l i t y  to  g e t a c ro ss  to  i t s  audience an extrem e aw areness 
o f change and a l i e n a t io n ,  and i t s  im portance as  a " t e s t  o f  c h a ra c te r"  
g en re . One th e re fo re  n a tu r a l ly  d isc o v e rs  in  works o f  romance ch arac ­
t e r s  who have been pow erfu lly  e f f e c te d  by change. E s p e c ia l ly  promin­
e n t  a re  th e  n eg a tiv e  p o lu tro p ô s  f ig u r e s ,  th e  g ro tesq u e  im i ta t io n s  o f 
O dysseus, the  w ily  and unscrupu lous t r i c k s t e r s .  T his p a t te rn  b e g in s  in  
th e  Odyssey i t s e l f  w ith  th e  f ig u r e  o f C irc e , shows th rough  in  th e
A e th io p ic a  w ith  Demaente, T h isbe , and Queen A rsace , and in  S h a k e sp e a re 's
92l a s t  p la y s  i s  re p e a te d  in  lachim o, D ionyza, A uto lycus and A ntonio .
The a l ie n a t in g  e f f e c t  o f the  p ro ta g o n is ts*  e x p e rien c e s  in  the  
A e th io p ic a  cu lm in a tes  in  the  l a s t ,  e x tre m e ly -d is o r ie n tin g , s u rp r is e
T his i s  a lso  the. k in d  o f f ig u re  Odysseus d eg en era ted  in to  in  many 
o f  th e  post—Homeric v e rs io n s  o f h is  myth, the  s o le ly  p o lu in e tis , r i c h
in  cunning" Odyssus.
A nother way of p la c in g  th i s  f ig u r e  o u ts id e  o f th e  romance genre 
would be to  c o n s id e r  the  nolum etln f ig u r e  in  th e  m edieval Vice t r a d i t i o n .
?(\l IL
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reu n io n  scene* C h a r ic le a  and T heagnes though t th e y  u n d ers to o d  t h e i r  
p o s i t io n  in  l i f e  and th e n , hy chance, t h e i r  u n d e rs tan d in g  was com ple te ly  
a l t e r e d  hy th e  unexpected  d isco v e ry  o f C h a r ic le a * s  p a re n ts .  I r o n i c a l ly ,  
J u s t  l ik e  a l l  th e  ap p aren t chaos w hich-goes on in  romance, th e  f i n a l  
d i s o r ie n ta t io n  i s  a supreme d o t  o f o r ie n ta t io n :  th e  w anderer 
/  d is c o v e rs  h i s  o r  h e r  ov/n i j ^ e n t i t y .  But th e  way le a d in g  to  t h i s  id e n ­
t i t y  i s  hy no means humo ro u s. The c o n tin u o u s , so b erin g  agon, o r 
c o n te s t ,  o f l i f e  i s  a p e rp e tu a l romance them e. In  th e  w orld  o f 
romance i t  i s  im p o ssib le  to  avo id  m o rta l t r i a l s .  These t r i a l s  do n o t 
k i l l  th e  romance p r o ta g o n is ts ,  h u t t h e i r  comrades a re  r e g u la r ly  k i l l e d .  
Odysseus a r r iv e s  home " l a t e ,  in  had c a se , w ith  th e  lo s s  o f a l l  
com panions" (Od. i x .  53 4 )i The good fe llo w s h ip  in  romance s e t t l e s  in  
f i n a l l y  on ly  w ith  th e  m ysteriujn honum of th e  s to r i e s  end ing , a scene 
o f r e c o n c i l i a t io n  beyond reaso n  and ,„expecta tion .
The H e l l e n i s t i c  romances a l t e f e d < t ^  me-aning o f romance w ander- j  
/ ' in g  and its i^ p la c e  in  the.pom once , s t r u c t u r e F o r  in  th e  H e l le n i s t i c  
romances th e  u se  o f an expandable Odyssean ending  i s  tran sfo rm ed  to  th e  
u se  o f an expandable m idd le . The Odyssean ex p erien ce  i s  co n fin ed  
w ith in  th e  bounds o f a f irm  s e t t in g - o u t  and a perm anent a r r i v a l .  But 
th e  c e n t r a l  p a r t  o f th e  n a r r a t iv e  i s  always open to  new p o s s i b i l i t i e s .  
The genre o f romance has reassem bled  i t s  p r i o r i t i e s  because a l l  th e  
w anderers come home to  s ta y .
T his developm ent in  th e  genre o f romance means, u l t im a te ly ,  t h a t  
th e  genre c o n ta in s  b o th  th e  d e s ir e  f o r  permanent s e tt le m e n t and th e  
.d e s ir e  f o r  "alw ays roam ing w ith  a hungry h e a r t" .  But th e  roam ing 
c e a se s  w ith  th e  e v e n tu a l id e n t i ty - g iv in g  d isco v e ry ; Odyssean 
r e s t l e s s n e s s  i s  s t i l l e d  when C h a ric lea  d isc o v e rs  h e r  p a re n ts ,  r e g a in s  
h e r  t ru e  h e r i t a g e ,  and m a rrie s  Theagncs . Or, f o r  th a t  m a tte r ,  when 
P e r i c l e s  re c o v e rs  M arina and h is  v â fe , when Cymbeline re c o v e rs  Imogen 
and h i s  so n s , when Leontes re c o v e rs  P e rd i ta  cino. herm ione, and when
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are  l ik e  l i t t l e  th e a t r e s  o f th e  mind. And s u r p r is in g ly ,  a lth o u g h  
th e  c r i t i c a l  l i t e r a t u r e  on t h i s  su b je c t o f t h e a t r i c a l  borrow ings in  
th e  H e l le n i s t i c  romances ( e s p e c ia l ly  in  th e  A e th io p ic a ) goes back 
in to  th e  n in e te e n th  c e n t u r y , n o t  u n t i l  r e c e n t ly  in  works such as 
C aro l G e sn e r 's  Shakespeare and th e  Greek Romances has th e  a ttem p t 
been made to  draw out th e  in e v i ta b le  t h e a t r i c a l  r e la t io n s h ip  betw een 
H e l l e n i s t i c  p rose  romance and E liz a b e th a n  romance drama.
L et u s  now move on to  m edieval romance and see what happens to  
th e  form  in  S i r  Thomas Malory* s l e  Morte P* A rth u r and Ludovico 
A rio s to * s  Orlando P u r io so .
^ See: J.W .H.W alden, "Stage T em s in  H eliodorus* A e th io p ic a , " 
H arvard  S tu d ie s  in  C la s s ic a l  P h ilo lo g y , V, 1894> p p .1-43 . and 
Samuel Lee W olff, The Greek Romances j u  E liz a b e th a n  Prose F ic t io n  
(Hew York: Columbia U n iv e rs ity  P re s s ,  1912), p p . l o l - l S j .
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M edieval and R enaissance Romance:
S i r  Thomas M alo ry 's  Le.M orte D*Arthur 
& Ludovico A rio s to * s  Orlando P u rio so
M alorian  Romance C onventions 
In  h i s  work A P reface  To The P a e r ie  Queene Graham Hough e s ta h -
l i s h e s  th e  im portance o f S i r  Thomas Malory* s Le M orte I)* A rth u r by 
"  '          ~ —  -----
n o tin g  th e  p e rv asiv e  in f lu e n c e  of A rth u rian  legends a t  th e  c o u r t o f 
E l iz a b e th  I  and James I  and M alory’ s r e s p o n s ib i l i ty  re g a rd in g  th e
d is se m in a tio n  o f th e se  leg en d s . "French, B r i t i s h  or  Ce^'Eic in  o r ig i n ,"
he w r i te s ,  " i t  i s  th e  A rth u rian  legend  th a t  i s  t  r i t i s h  m yi^- ‘
o lo g y , and i t  i s  M alory who has e s ta b l is h e d  i t . "^^^M ^J^^ort^ 'B *A rth u r 
was e a s i l y  a v a i l a b le a n d ^ ,wide ly  re a d  in  England from th e  tim e o f
Caxton*s f i r s t  p r in t in g  in  1485 u n t i l  the tim e o f E a s t ’ s e d i t io n  o f
I , "  ■
,97
1634*^^ "The book had as much success  as  Caxton co u ld  have e x p e c te d ,
w ro te  J ,  J .  Ju sse ra n d  in  h is  The E n g lish  Hovel in  th e  Time o f Shakespeare* 
" i t  was c o n s ta n t ly  r e p r in te d  d u rin g  the  s ix te e n th  c e n tu ry , and en­
ch an ted  th e  co n tem poraries  of S u rrey , of E l iz a b e th , and o f  S h a k e sp e a re ."
M alo rian  romance conventions share  many s i m i l a r i t i e s  w ith  
C la s s ic a l  romance co n v en tio n s. The long  s to ry  o f King A rth u r and h is  
fe l lo w s h ip  o f th e  Round Table i s  f i l l e d  w ith  m arvel, r i s k ,  and
Graham Hough, A' P reface  to  th e  F a e r ie  Queene (London: Duckworth,
1962) ,  p . 228.
See: P.V/. B ateson , e d . , The Cambridge B ib lio g rap h y  of E n g lish  
L i t e r a t u r e , V o l.I  (Cambridge: U n iv e rs ity  Prises, 1970)> P .o?4 .
^7 j . j .  J u sse ra n d , The E n g lish  Hovel in  the  Time o f S hak esp eare , 
t r a n s . from th e  F rench  by E .le e  "(Tiondon: L rn es t penn L td . ,  i 960, r p t .  
o f Unwin I 69O o r ig .o d .n ) ,  p . 63. F or th e  im portance o f M alory’ s 
Le M orte D*Arthur in  the  E liza b e th an  popu lar and c u l t iv a te d  im agin­
a t io n  see as w e ll: A lfred  HarDage, Shake sue a re  & The Rlypl_ Tj. a d i t io n s  
(Hew York: M acm illan, 195% ),p p .63 ,72 .
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trium phan t a d v en tu re , w ith  th e  p ag ean try  o f in d iv id u a l  b a t t l e s  and 
p u b lic  tou rnam en ts , the  m agical wonders o f M erlin , Dame L ynet, and 
th e  q u e s t f o r  th e  S an g ra il*  D is tin g u ish in g  tokens a lso  p la y  t h e i r  
p a r t ,  from th e  F a i r  Maiden o f A s to la t ’ s " red  s l e e v e . . .o f  s c a r l e t ,  w e ll 
em bro idered  w ith  g re a t  p e a r ls "  (E k .XVIII, c h .9 . V o l . I I ,p .391)98 which 
S i r  L auncelo t w ears a t  th e  W inchester tournam ent, to  Queen Guenever and 
S i r  L a u n c e lo t 's  exchange of r in g s  (Ek.XX, ch4. V o l.I I ,  p .463) when 
S i r  L auncelo t i s  d isco v e red  in  th e  queen*s chamber by S i r  A gravain  and 
S i r  M ordred . The im portance o f g en e ra tio n  d if f e r e n c e s  develops 
s lo w ly  b u t s u re ly  w ith , on th e  one hand, the* p lo t t in g  o f  S i r  M ordred 
and h i s  c o h o r ts , and on th e  o th e r  hand w ith ' th e  s to ry  o f  S i r  Launcelot* s 
son , th e  a u s te re  S i r  Galahad,. B le ss in g s  and sorrow s a re  in t im a te ly  
m ing led  in  th e  p e r s o n a l i t i e s ,  c o n f l i c t s ,  and achievem ents o f K ing 
A rthur* s fe llo w s h ip .
M a lo ry 's  k n ig h ts  and la d ie s  a re  a t t r a c t i v e  because o f b o th  t h e i r  
good and e v i l  a c t io n s ,  e s p e c ia l ly  s in ce  some o f th e  w orst deeds in  Le 
M orte D 'A rth u r (e x c lu d in g  S i r  M ordred*s) a re  j u s t i f i e d  by id e a l s  o f 
A rth u r ia n  c h iv a l ry .  As S i r  G areth says o f th e  Red K night e a r ly  on in  
Le M orte D* A rthur : "But insomuch a l l  th a t  he d id  v/as a t  a  lady* s 
re q u e s t  I  blame him th e  le s s "  (B k .V II, c h . l 8 . V o l .I ,  p . 264). L ike­
w ise , th e  re a d e r  f in d s  h im se lf excusing  many a c tio n s  which he m ight
98 S ince th e  E liz a b e th a n  e d it io n  o f M alory was Caxton*s v e rs io n  -  
a v a i la b le  in  Copland’ s e d it io n  o f 1557, o r  E a s t ’ s e d i t io n  of I 585 
/a p p i 'o x /-  a l l  qu o tes  w i l l  be taken  from Caxton* s t e x t .
F o r th e  sake o f  convenience, a l l  quotes and s p e l l in g s  o f p ro p e r 
nouns w i l l  be tak en  from Ja n e t Cowan’ s re c e n t e d i t io n  of I.e Morte 
D’A rth u r , S i r  Thomas M alory, he Morte D’Arthur (London: Penguin Books, 
1969, r p t .  1976) ,  ed . J .  Cowen, i n t r .  by John Lav/lor.
Her t e x t  i s  based  on Caxton*s v e rs io n  o f I 485, w ith  sy n tax  un­
changed, s p e l l in g  m odernized, a rc h a ic  form s g e n e ra lly  r e ta in e d ,  and 
Caxton* 8 s p e l l in g  o f p roper nouns harm onized.
A sc h o la r ly  modern e d it io n  o f  Malory* s ^  Morte D’A rth u r , based  
on th e w in ch ester  ms. d isco v ered  in  1934 i s  2 .  v in aver , ed . Tno ^;orks 
o f  S ir  Thomas M alory (Oxford: U n iv e r s ity  P r e ss , 1967) .V in a v e r 's  e d it io n  
has been read  but n o t quoted s in c e  the c o l la t in g  p r in c ip le  behind  h is  
e d it io n  o f  the M orte, u n lik e  the Cowen e d it io n ,  i s  th a t the MorjW i s
e s s e n t i a l l y  d is u n i f ie d .  ^ t, 1 . . .
In corp orated  in to  the body o f my te x t  w i l l  be Book, ch a p ter , Volume,
and page number docum entation from the  Cowen e d i t io n .
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o th e rw ise  regaM  as  ’’crim inal» ' because th ey  fo llo w  the  ’’f a i t h  and 
t r o th . . .O Y /e /^  th e  h ig h  o rd e r  o f kn igh thood” (Bk. V II I ,  c h . l6 ,  V o l .I ,
p . 332 ) .9 9
In  King A rth u r \ie  a re  p re sen te d  w ith  an e s s e n t i a l l y  p io u s  and j u s t  
p ro ta g o n is t  v/ho m a in ta in s  a ba lance  of s o c ia l  ju s t i c e  in  savage tim e s . 
”F o r in  th o se  days th e re  were b u t few f o lk s  t h a t  b e l ie v e d  in  God 
p e r f e c t l y , ” v /r i te s  M alory, " fo r  in  those  days th e  son sp a red  n o t th e  
f a t h e r  no more th an  a s t r a n g e r” (Bk. XIV, c h .6, V o l . I I ,  p . 283). Even 
when th e  a s s o c ia t io n  o f the  Round Table b eg in s  to  b reak  up a f t e r  S i r  
Lamorak’ s a s s a s s in a t io n  and when th e  q u es t f o r  th e  S a n g ra il b e g in s , one 
v/onders n o t so much a t  th e  trag ed y  o f t h i s  d is s o lu t io n  -  b u t th a t  such 
a  b e l l i c o s e  group o f men in  such in tem p era te  tim es cou ld  have rem ained 
in  harmony f o r  as  long  a s  th ey  d id .
One fo rc e  v/hich h e lped  to  b in d  A rth u r’ s fe llo w sh ip  v/as th e  g re a t  
k n ig h t ly  v i r tu e  o f quick  th in k in g , o r  m ental a g i l i t y ,  v/hether i t  be 
e x h ib i te d  in  th e  many d i f f e r e n t  com binations o f s t r e n g th  and cunning 
which malæ up k n ig h ts  o f g re a t prowess o r in  a p a r t i c u l a r  in s ta n c e ,  as 
w ith  S i r  T ris tram * s T ra m tris t-T r is tra m  t r i c k  (Bk. V II I ,  c h .9? V o l .I ,  
p . 317) .  Two a d d i t io n a l  romance conventions sh ared  by M alorian  romance 
and C la s s ic a l  romance a re  id e a l iz e d  m ale-fem ale r e la t io n s h ip s ,  which 
p la y  a dom inant i f  somewhat ambiguous ro le  in  Be Morte B» A rthur, and
The a l l - f o r g iv in g  c h iv a l r ic  code i s  a ls o  an in t e g r a l  p a r t  of 
A r io s to ’ s Orlando P u r io so . See, f o r  in s ta n c e , Z erb in s  fo r g iv e n e s s  
o f O doric on the  grounds th a t  th e  blame r e s t s  v;ith  Love, "and n o t 
w ith  O doric or h is  e v i l  deeds s in ce  the  " fo rce  of s tro n g  a f f e c t io n  
h a th  e re  t h i s  /  D istem per’ d . . .a n d .. .o u e r th ro w n  /  A w ise r and a 
s t a i d e r  head th an  h i s . ” Orlando P u r io so , 0 .2 4 , s t .  34#
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a romance s to ry  which i s  an " a r i s t o c r a t i c "  t a le .^ ^ ^  l £  Morte D’A rth u r 
i s  a  s to ry  about a  p r iv i le g e d  c la s s ;  i f  one comes o f ro y a l s to ck  i t  i s  
n a tu r a l  to  seek ou t h igh  ad v en tu re . As S i r  P e rc iv a l says to  h i s  m other, 
"we come o f k in g s ’ b lo o d ,, ,a n d  t h e r e f o r e . , , i t  i s  our k in d  to  haun t 
arms and noble  deeds" (Bk. XI, ch .lO , V o l . I I ,  p .2 0 6 ).
Then th e re  a re  the  more p a r t i c u la r ,  s p e c ia l ly  M alorian  romance 
co n v en tio n s  o f ^  Morte D’A rth u r. In  com parison w ith  C la s s ic a l  
rom ance, e s p e c ia l ly  H e l le n is t ic  romance, one i s  s tru c k  by the  
d if f e r e n c e  between an " in te r io r "  form of romance ( in  M alorian  romance) 
and an " e x te r io r "  form  o f romance ( i n  C la s s ic a l  rom ance). M allo ry ’ s 
drama i s  p layed  ou t in  a more p sy ch o lo g ica l, se I f - r e f l e c t i v e  fa s h io n  
th an  th e  drama of C la s s ic a l  romance. The p sy ch o lo g ica l e lem ents 
b u i ld  up slow ly  in  ^  Morte I)’A rth u r , b u t they  a re  w orking a t  f u l l  
fo r c e  by  th e  tim e th e  quest f o r  the  S a n g ra il b e g in s . The k n ig h ts  v/ho 
q u e s t a f t e r  th e  S a n g ra il a re  q u e s tin g  f o r  t h e i r  in d iv id u a l  s a lv a t io n .  
T h e ir  h o ly  q u est i s  a h ig h e r form of what th ey  have a lre a d y  been do ing  
by  jo u s t in g  in  th e  f o r e s t ,  defend ing  A rth u rian  id e a l s ,  and sav in g  
dam sels in  d i s t r e s s .
Most o f them "found no t the te n th  p a r t  o f ad v en tu res  as ( th e y  
w ere) wont to  do" (Bk. XVI, c h . l .  V o l . I I ,  p . 301) w hile s e a rc h in g  f o r  
th e  S a n g ra i l .  But t h i s  i s  to  be expected  s in ce  th ey  were a f t e r  t h e i r
A lthough c r i t i c a l  e f f o r t s  have been made to  d is t in g u is h  "upper 
c la s s "  and "low er c la s s "  romance as two se p a ra te  form s o f romance, 
t h i s  way o f making d i s t in c t io n s  seems to  me as a r b i t r a r y  as  re g a rd in g  
romance as  an e s p e c ia l ly  "heigh tened" form o f l i t e r a t u r e .  These a re  
two q u a l i t i e s  which may be used  to  c a te g o riz e  v i r t u a l l y  any form o f 
l i t e r a t u r e .  I ’ve no ted  the a r i s t o c r a t i c  o r c o u it ly  q u a l i t i e s  o f th e  
works o f romance we’ l l  be study ing  here  to  b r in g  out an elem ent in  
common w ith  Shalcespcare’ s romances. Mor more on c la s s  d i s t i n c t io n  in  
romance see : E. A uerbach, Mimesis (New York: Boubleday, Anchor Books, 
I n c . ,  1953, r p t . 1957); Ch.6, p p .107-123, "The K night S e ts  F o r th " ; o r  
W.P. K er, E n g lish  L i te r a tu r e :  Mediev a l (London: T. B u tte rw o rth  L td . ,  
1912, s ix th  imp. 1932), p^.dp. For th e  romance "h e ig h ten in g  e f f e c t "  
see  N orth rop  F ry e , Anatomy o f Cr i t i c i sm (P r in c e to n : U n iv e rs ity  x r e s s ,  
1957, r p t . ’71) ,  p p .18^-206; and M uriel B radbrook’ s re fe re n c e  to  i t  
w ith  re g a rd s  to  M alory in  M.C. B radbrook, S ir  Thomas T.alory (Loncion. 
Longmans, Green & C o., 1958), P*12.
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u lt im a te  and a b so lu te  s a lv a tio n  in  t h i s  q u e s t; t h e i r  outw ard sea rch  
f u l l y  s ig n i f ie d  an inw ard s t r u g g le . Thus in  M orte D’A rth u r the  
lan d scap e  may become "so u lscap e" , the n a r r a to r  i n s e r t s  m oral and 
i r o n i c  commentary by means o f h is  o'wn a s id e s ,  c h a ra c te r  se lf-e x am in ­
a t io n  and th e  use o f a l le g o ry . In  n e i th e r  M alory n o r A rio s to  i s  th e  
u se  o f a l le g o ry  su s ta in e d  o r  a c o h e ren t, u n ify in g  fo rc e  b in d in g  th e  
whole work. I t  i s  a v/him sical o r o cca s io n a l te ch n iq u e . In  Morte 
D’A rth u r a lle g o ry  i s  occasioned  p r im a r i ly  by the  S a n g ra il  e p iso d e , in  
th e  Orlando P u rio so  th e  dev ice v / i l l  be to y ed  w ith  in  th e  f i r s t  few 
c a n to s  and then  d ism issed  as  a  prom inent fo r c e .
In  th e  H e l le n i s t ic  romances p sy ch o lo g ica l in tr o s p e c t io n  d id  n o t 
develop  beyond a heavy-handed use o f p ro p h e tic  dreams and outw ard 
s ig n s  (w eeping, lau g h in g , grim acing) o f inw ard f e e l in g s .  VThen 
c h a r a c te r s  d e l iv e re d  s o l i lo q u ie s  th ey  served  to  advance needed 
in fo rm a tio n  to  th e  re a d e r  about th e  s to r y ’ s developm ent o r  e ls e  to  
u n d e rsco re  t h e i r  em otional tu rm o il, e x p e c ta tio n , ju b i la t io n  (a s  w ith  
C h a r ic le a ’ s lam ent in  Bk.V, c h .2 of th e  A e th io p ic a ) . C h a rac te rs  r a r e ly  
a n a ly sed  t h e i r  own m o tiv a tio n s  o r th a t  o f t h e i r  su rro u n d in g  company.
The s t o r i e s  moved fo rw ards by a p ro cess  o f e x te rn a l  a c t io n  and re a c tio n ; 
someone was k idnapped , they  t r i e d  to  escap e; somebody was l o s t ,  th ey  
sea rch ed  f o r  t h e i r  way back home. The n a r r a t iv e  developm ent was n o t 
immensely s u b tle  on th e  p sy ch o lo g ica l l e v e l .
O dysseus’ t a l e  was a f a r  more su b tle  example o f e x te rn a l  romance,
H e in rich  Zimmer g iv es  an e x c e lle n t  example o f the  k in d  o f 
u n ify in g  m etaphors which Malory v/as b e s t  w ith , when he i d e n t i f i e s  th e  
A rth u r ia n  f o r e s t  as  th e  " a b y s s . . . th e  u n c o n sc io u s .. . th e  a n t i t h e s i s  oi 
house and h e a r t h . . . f u l l  of s tran g e  form s and w h ispering  v o i c e s . . .  
containyîng)^  th e  s e c re t  of th e  s o u l’ s a d v en tu re ."  See: H e in rich  iuimmer. 
The K ing & The Corpse (P rin c e to n : U n iv e rs ity  P re s s , 1 9 p 6 ),p p .197-98 ,182 . 
F o r M alory and a lle g o ry  see : C. Moorman, " ’ The Tale of the  B an g ica ll — 
Human F r a i l t y "  Ch.VI o f M alory’ s O r ig in a l i ty , A C r i t i c a l  S tudy o'x_ IjC 
M orte D’A rth u r ,ed. P.M. Bum i  an sky (B altiino re  : Jom is riopkins i i Soo ,  19 84 ) 
F o r A rio s to  and a lle g o ry  see : Graham Hougn, A P reface  tje tne_ a e r ie  
Queene, op . c i t .
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because o f h i s  th o u g h tfu ln e ss  and m ental a g i l i t y ,  b u t he v/as n e v e r th e ­
l e s s  p ro found ly  in f lu e n c e d  by e x te rn a l  f a c to r s .  Bruno S n e ll in  h i s  
,The D iscovery  of th e  Mind overworked th e  im portance o f e x te r n a l i ty  
w ith  Homer’ s use  o f language, bu t he d id  make one sound p o in t ,  th a t  
a c t io n s  in  th e  Odyssey"take  t h e i r  cue from th e  p a lp ab le  a s p e c t s . . .  
m en ta l and s p i r i t u a l  a c ts  a re  due t o . . . e x t e r n a l  f a c t o r s . . . ^ d y s s e u s /
i s  th e  open ta r g e t  o f . . . f o r c e s  which impinge on him, and p e n e tra te  h is  
102v e ry  c o r e ." C la s s ic a l  romance v/as p reoccup ied  w ith  th e  q u e s tio n  of 
how som ething happened and what v/as going to  happen n e x t ,  r a th e r  than  
w ith  deep a n a ly se s  o f meaning and m o tiv a tio n . The romances o f M alory 
and A rio s to  combine an a c t iv e ,  fas t-m o v in g  n a r r a t iv e  v /ith  an o c c a s io n a l, 
pow erfu l em phasis on p sy ch o lo g ica l in tr o s p e c t io n .
M alory’ s Le Morte B’A rthur i s  a lso  a f in e  exam ple, '«vith in d iv id u a l 
d i s t i n c t i o n s ,  o f how romance i s  an e s p e c ia l ly  in te r la c e d  and t i s s u e ­
l i k e  g en re , how a work of romance may be made up o f an " in t r i c a t e  o r
in t e r r e l a t e d  number of th in g s  form ing a w e b .. .a  com plica ted  mesh" of 
a c t i o n . T h i s  dev ice  was used  in  roraanqe from th e  time o f th e  
Odyssey v/ith  i t s  s e p a ra te  and in te r tw in in g  n a r r a t iv e  th re a d s  fo llo w in g  
th e  a c t io n s  o f  O dysseus, Teleraachus, Penelope and th e  Olympian gods.
The H e l le n i s t i c  romances h e ig h ten ed  th e  techn ique  o f in te r l a c in g  to  th e  
p o in t where i t  th re a te n e d  to  tu rn  th e  s to ry  in to  an e n d le ss  s e r i e s  o f 
n a r r a t iv e  d iv e rs io n s  which e x is te d  f o r  t h e i r  own s a k e ,  v /ithou t any 
s e n s ib le ,  d ra m a tic , re in fo rcem en t o f th e  main theme — a case of a l l
Bruno S n e l l ,  The D iscovery o f th e  Mind (O xford: B lack w e ll, 1953) 
P .4 ,2 0 .
At the  same tim e , and f o r  s im ila r  re a so n s , Odysseus has been 
c r i t i c i s e d  as  a  c h a ra c te r  v/ith  no c h a ra c te r  development -  a common 
com pla in t about romance p e r s o n a l i t i e s .  See: Thomas G reene, The D escent 
Prom Heaven — A Study in  Epic C o n tin u ity  (Hev/ Haven: Yale U n iv e rs ity  
P r e s s ,  1 9 ^ D , PP '325-330.
103 Y /ebsters ; ^ i r d  In te rn a t io n a l  D ic tio n a ry  o f The E n g lish  Language 
U nabridged , V o l . I l l ,  P»2399*
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d e to u r  and no main ro ad . In  C hapter I I  t h i s  in te r tw in in g  method was 
r e f e r r e d  to  a s  th e  m u ltiv e rse  o r woven, u p h a ino , s t ru c tu re  o f th e  romance 
form . The p ro p e r term  f o r  t h i s  s t r u c tu r in g  dev ice  in  M alo ry 's  F rench  
m edieval romance so u rces  i s  e n tre la c e m e n t, meaning th e  s ta t e  o f b e in g  
in te r l a c e d ,  in  a  f ig u a r t iv e  sense a c h a in , a web ( r e seau ) , 
o r  a  f a b r i c  ( t i s s u ) .
Malory* s s t r u c tu r a l  use o f romance in te r la c e m e n t works to g e th e r  
w e ll w ith  h i s  th em atic  concern f o r  devious and in d i r e c t  fo r c e s .  The 
most o u ts ta n d in g  example o f t h i s  in  lo  Morte D 'A rthu r i s  h is  develop­
in g  v /ith in  h is  in te r la c in g  n a r r a t iv e  the  many co m p lica tio n s  which a r i s e  
in  a  s o c ia l  system  dependent upon th e  in c o n s is te n t  and u n p re d ic ta b le  
fo rc e  o f lo v e . Love i s  a  fo rc e  which may cause a  son to  k i l l  h is  
m other (a s  w ith  S ir  G ah eris , Bk.X, c h .24, V o l . I l l ,  p p .49-50) o r  c re a te  
th e  p u r i ty  o f body and soul needed to  p e rce iv e  th e  h ig h e s t  s p i r i t u a l  
m y s te r ie s  ( a s  w ith  S i r  G alahad). K n igh ts  a re  a lso  p ra is e d  in  Le M orte 
D 'A rth u r f o r  t h e i r  a b i l i t y  to  adap t to  a v/orld in  which unexpected  
e v e n ts  may c o n fro n t them a t  any moment, and th u s  a c le a r  d i s t i n c t io n  i s  
made betw een th e  "w itty "  k n ig h t and th e  "w ild" o r  th o u g h tle s s  k n ig h t 
( a s  in  Bk.X, c h .36, V o U I, p .7 2 ). In  a d d itio n  to  t h i s  in te r a c t io n  
betw een s t r u c tu r a l  and them atic  d e v ic e s , the  use  o f in te r la c e m e n t in  
Le M orte D 'A rthu r i s  used  to  c o n tin u a lly  renew th e  n a r r a t iv e ,  to  give
l e  P e t i t  R ob ert-D iction n a ir e  de l a  Langue F ran ça ise  (P a r is :
S o cié té" d u  Nouveau L i t t r é , 1 9 7 0 ), P .59^. The b e s t  e x p o s it io n  o f  the  
m ed ieval techn ique o f  en trelacem ent i s  E. V inaver, The R ise o f  Romance 
(O xford: U n iv e r s ity  P r e ss , 197Ï7»
No one has tra ced  the romance in te r la c in g  s t y le  a s  f a r  back as  
C la s s ic a l  romance b e fo r e , although O.S. Lewis -  who c a l l s  t h i s  s t y le  
th e  "Interwoven or Polyphonic n a rra tive"  s ty le  — tr a c e s  a c r i t i c a l  
aw areness o f  i t  from Ovid through M ilto n . Hhereas F rederick  W hitehead  
and Eugene V inaver cla im  th a t the in te r tw in in g , m u lt i-n a r r a t iv e  te c h ­
n ique o r ig in a te s  in  the m edieval v u lg a te  L an celo t—G rail c y c le .  See:
O.S. L ew is, "The E n g lish  Prose M orte," in  E ssays on Malory ed .
J.A.VH Bennet (O xford: Clarendon P re s s , 19&3), p p .11-13; P . V h itehead  
& E. V in av er, "Romance ( L i t e r a t u r e ) , "  in  The New E ncyclopaed ia  
B r i ta n n ic a ,  V ol. 15, M acropaedia (Chicago: ,. i l l ia m  Benton Pub. 1943”
1973)7 p.1023.
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an a i r  o f e v e r -f re s lm e s s  to  th e  work hy c o n s ta n tly  b r in g in g  in  new
c h a r a c te r s  and ideas*  By the  use o f in te rla c em e n t M alory b u i ld s  up
an accum ulative  n a r r a t iv e ,  a n a r r a t iv e  v/hich may p u l l  in  v i r t u a l l y
a n y th in g  v/hich s t r i k e s  th e  n a r r a to r ’ s i n t e r e s t .  Y et, eventhough the
n a r r a t iv e  ran g es  f a r  and w ide, Le Morte D’A rthur i s  p e r f e c t ly
j u s t i f i e d  and concluded by th e  t r a g ic  f u l f i l lm e n ts  o f th e  l a s t  two
books "v/hich hammer home th e  e s s e n t ia l  u n i ty  of concep tion  th a t  has
u n d e r la in  th e  whole book."^^^
In  b o th  C la s s ic a l  romance and M alorian  romance th e  p o te n t dynamic
o f  th e  n a r r a t iv e  in te r tw in in g  i s  a sense o f f lu c tu a t io n ,  the  n a r r a t o r 's
s tro n g  sense o f th e  indeterm inacy  o f l i f e .  ' Among th e  H e l le n i s t i c
rom ances most i n f l u e n t i a l  in ' th e  age o f Shakespeare th e  A e th io p ica
s ta n d s  ou t a s  b e in g  over-fo n d  o f t h i s  d ev ice  and su b seq u en tly  moves
fo rw ard  in  a "forw ards going backwards" f a s h i o n . T h e  romance
o f  th e  Odyssey and Le Morte D 'A rthur avo id  t h i s  n a r r a t iv e  d e lay
because th ey  a re  s im u ltan eo u sly  o rdered  "on two p lan es  -  t h a t  o f
107h i s t o r y . . .and  th a t  o f th e  t im e le s s  m ytho log ica l realm " which h e lp  
to  draw th e  n a r r a t iv e  fo rw ard . The n a r r a t iv e  in te r tw in in g  o f th e
D.S. B rew er, " th e  hoole book ,"  p p .41-63 in  E ssays on M alory ed . 
J.A.W . B ennet, l o c . c i t .
Each book in  the  A eth iop ica  i s  a mounting wave o f a c t io n  which 
n a tu r a l l y  le a d s  onv/ards to  th e  nex t book, b u t s im u ltan eo u sly  d ig s  up 
a re s id u e  o f o b je c ts  and in c id e n ts  v/hich th e  n a r r a to r  i s  in cap ab le  o f 
p a ss in g  by w ithou t commenting on -  as v /ith  King Hydaspes co m p le te ly  
u n n e ce ssa ry  v i s i t  to  a  w ell in  Book IX, c h .21. The "forw ards going  
backw ards" a c t io n  i s  a lso  agg ravated  by the  n a r r a t o r 's  b a re  c o n tro l 
o v e r th e  A e th io p ic a 's  th re e  n a r r a t iv e  l e v e l s :  th e  prim ary  le v e l  o f the  
p re s e n t n a r r a t iv e ,  the  t a le  o f how C h aric lea  and Theagnes a re  t r a v e l ­
l i n g  onward to  C h a r ic le a 's  d isco v e ry  of h e r  r e a l  p a re n ts ;  th e  
secondary  le v e l  o f background s to r i e s  v/hich r e l a t e s  how the  p re se n t 
n a r r a t iv e  and i t s  many c h a ra c te rs  have got where th e y  a re ;  and th e  
t h i r d  l e v e l  o f n a r r a t iv e  d ig re s s io n s  on any su b je c t which may happen 
to  ta k e  th e  n a r r a t o r 's  fan cy .
^^7 H e in rich  Zimmer, T ^  King & The Corpse, on. c i t . , p . l 88 in  th e  
e ssa y  "M erlin" pp. 181-201.
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Odyssey and l £  Morte D 'A rthu r i s  k ep t trim  and t id y  hy a sense o f 
h i s t o r i c a l  c o n t in u i ty ,  th e  r e tu rn  of King Odysseus o f I th a c a  -  th e  
r i s e  and f a l l  o f King A rth u r of England, and hy m y th o lo g ica l 
j u s t i f i c a t i o n ,  th e  " tim e le ss  p a t te r n ,  th e  r e l ig io u s  form ula  to  v/hich 
l i f e  shapes i t s e l f ,  inasmuch as i t s  c h a r a c te r i s t i c s  a re  a re p ro d u c tio n  
o f th e  U n c o n s c i o u s . S h a k e s p e a r e  w il l  work tov/ards a ch ie v in g  t h i s  
m ix tu re  in  h i s  l a s t  p lay s  and w il l  f i n a l l y  r e a l iz e  i t  in  Tem pest, 
where b o th  myth and a sense o f h i s t o r i c a l  r e a l p o l i t i k  c o n tr ib u te  to  
th e  p la y 's  su cc e ss ,
N orth rop  Frye has spoken of th e  m iddle p a r t  o f M alo ry 's  i n t e r ­
tw in in g  n a r r a t iv e  as  an example o f th e  v i r t u a l l y  in e x h a u s tib le
109m arv e llo u s  jo u rney  theme, bu t i t  may a lso  be u n d e rs to o d  a s  an 
example o f th e  Odyssean e n d le ss  q u est theme. A sea rch  f o r  alm ost 
u n ach iev ab le  p e r f e c t io n ,  ex em p lified  a t  f i r s t  by th e  k n ig h ts ' 
developm ent o f  t h e i r  c h iv a l r ic  prowess and then  c o n ce n tra te d  in  th e  
q u e s t f o r  th e  S a n g ra i l ,  dom inates M alo ry 's  romance com position . A 
la rg e  p ro p o r tio n  o f the  k n ig h ts  go on sea rch in g  f o r  adventure  u n t i l  
th e y  a re  k i l l e d  in  t h e i r  sea rch , w hile  S i r  L auncelo t h im se lf -  the  
epitom e o f A rth u r ian  knighthood -  i s  reccrgnized as  th e  k n ig h t whose 
" h e a r t  a n d .. .courage  / f o r  a d v e n tu re /. . . w i l l  never be done u n t i l  / h i s /  
l a s t  day" (B k.X V III, c h . l ? ,  V o l . I I ,  p .4 0 9 ).
But th e  q u est f o r  the  S a n g ra il m o d ifies  a l l  subsequent adven­
tu r e s  in  Le Morte D 'A rth u r. I t  i s  th e  ach iev ab le  l im i t  of a l l  q u e s t­
in g  — a m arriage o f the  soul to  God. Once the  S a n g ra il i s  in tro d u c e d
in to  Le Morte D 'A rth u r th e re  can be no more w inking th e  eye to  m oral
in d i s c r e t io n s ,  w hile  a t  the  same tim e the  S a n g ra il causes more to  be 
ex p ec ted  o f King A r th u r 's  k n ig h ts  than  th ey  can produce. K ing A rth u r
K eren y i, The Gods o f th e  Greeks (London: Penguin, 1 9 5 8 ) ,p .2 .
N orthrop  F ry e , Anatomy o f C r i t ic is m , on. c i t . , P .57.
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r e a l i z e s  t h i s  when he c a l l s  th e  m elancholy tournam ent in  the  meadow 
b e s id e  W inchester ju s t  b e fo re  the  S a n g ra il q u est b eg in s  (B k .X III , 
c h ,6 , V o l . I I ,  p . 246 f . ) .  M alory fram es t h i s  sea rch  f o r  p e r fe c t io n  in  
i r o n i c  te rra s , a llo w in g  th e  re a d e r  to  decide  th e  S a n g r a i l 's  u l t im a te  
w orth . A f te r  a l l ,  th e  qu est f o r  th e  S a n g ra il c u ts  th e  s tre n g th  o f 
th e  Round Table in  h a l f ,  bo th  l i t e r a l l y  and f ig u r a t i v e ly  (hk .X V II, 
c h .17 , V o l . I I ,  p . 360) ,  and the  d if fe re n c e  between th e  fe llo w sh ip  o f 
th e  Round Table k n ig h ts  and th e  fe llo w sh ip  o f  the  S a n g ra il k n ig h ts  i s  
l i k e  t h a t  o f f i r e  to  ic e .
However, as th e  s to ry  of S i r  Galahad develops a s p i r i t  o f sub­
se rv ie n c e  to  a  g re a te r  power, s ig n i f ie d  by th e  C h r is t ia n  m y s te r ie s  o f 
th e  S a n g ra i l ,  h e lp s  to  o rd e r th e  w ide-rang ing  a c tio n s  in  Le Morte 
D 'A r th u r . T his s p i r i t  o f "d iv in e "  guidance e v e n tu a lly  h e lp s  to  
j u s t i f y  th e  h o r r ib le  d i s a s t e r s  o f th e  w ork 's  l a s t  two books, a lth o u g h  
th e  t e r r i b l e  shadow th a t  e v e n tu a lly  " f a l l s  i s  the  shadow o f ev en ts  
im pending in  th e  r e a l  w orld , no t a fo rse e a b le  dow nfall in  term s o f a 
E u p e rn a tu ra lly -ap p ro v ed  system . Like the  use o f th e  Olympian gods
in  th e  Odyssey and o f prophecy in  th e  H e l le n i s t ic  rom ances, M alory 
b u i ld s  an ex tended  frame o f h ig h e r  powers around h is  romance as an
assu ran ce  th a t  th e  p ro ta g o n is ts  a re  n o t l o s t  in  a m eaningless
111la b y r in th  o f e v en ts .
John Law ler,, in t r o d .  to  J.Cowen edn. o f Le Morte D 'A rth u r, ou. 
c i t . , p . x x i i .
T his i s  n o t s a id  in  d e n ia l o f M alo ry 's  r e l ig io u s  in te n t io n s  in  
-Le M orte D 'A rth u r, b u t to  p o in t out h is  use o f C h r is t ia n  id e a l s  a s  a 
s t r u c tu r a l  d ev ice . However, i t  does seem to  me th a t  M alory i s  p la y in g  
down th e  r e l ig io u s  a sp e c t a s  much as  p o ss ib le  in  Morte D 'A rthu r — h is  
own o p in io n  le a n s  in  th e  d i r e c t io n  o f S i r  L auncelo t r a th e r  than  S i r  
G alahad. T his i s  p a r t i c u la r ly  n o tic e a b le  when one examines th e  whole 
is s u e  o f what he d id  and d id  no t t r a n s la t e  from h is  F rench romance so u rces . 
I t  becomes c le a r e r  th a t  he i s  aim ing f o r  the  same k in d  o f p a n th e is ­
t i c  w holeness and atm osphere o f s p i r i t u a l i t y  which Snakespeare c ie a te s  
in  h i s  l a s t  p la y s . G en era lly , M alory c a n 't  w rite  w e ll enough to  
c r e a te  t h i s  atm osphere, a lthough  th e re  are  some ex cep tio n s  — such a s  
K ing A r th u r 's  d ea th  scene.
(50)
Along th e  way to  th e  S a n g ra il and the  B a t t le  o f Barham Down Le 
Mopt® D'.Ap'tDnr s k i l f u l l y  p ro v ides em otional t r a p s  f o r  i t s  re a d e rs .  On 
th e  im m ediate le v e l  the  s to ry  o c c a s io n a lly  in d u lg es  re a d e r  escap ism , 
in d u ces  a s e d a tiv e  e f f e c t  hy convincing  one th a t  e v e ry th in g  which i s  
th r e a te n in g  i s  on ly  nom inally  so . One read s  a long  w ith  a f e e l in g  o f 
re a ssu ra n c e  and excitem ent "because one has been le d  to  b e lie v e  th a t  
th e  p ro ta g o n is ts  can always "sk a te  f u l l  t i l t  tow ards th e  fo rb id d en  
in co h eren ce  and th e n , in  the  l a s t  s p l i t  second, on the  shuddering  
edge o f t h e . . . a b y s s ,  e f f e c t  / a /  b re a th ta k in g  tu m ." ^ ^ ^  A lthough one 
knows th e  ending  b e fo re  one reach es  i t  in  L e 'Morte D 'A rth u r, th e  
p a t te r n  o f r i s k  and narrow escape le a d s  o n e ;to  em o tio n a lly  e x p e c t, 
beyond a l l  p o s s i b i l i t y ,  a f i n a l  escap e . Perhaps t h i s  i s  one reaso n  , 
why M alory f e l t  p re ssu re d  to  in c lu d e  the Rex Quond,am Rexoue F u tu ru s  
id e a  a long  w ith  A r th u r 's  d ea th . The p sy ch o lo g ica l and em otional 
p re s s u re ,  th e  sense o f b u ild -u p  and re le a s e  in  a romance, demands 
t h i s  p o s s i b i l i t y  o f an ev en tu a l "v/ay o u t" .
T his a sp e c t o f romance h as  dark  p sy ch o lo g ica l o v e rto n e s , s in ce  
a r e a l i z a t i o n  o f th e  gap between n e a t dreams and b i t t e r  r e a l i t i e s  
( t h a t  i s ,  one does no t always s to p  a t  the  l i p  o f th e  p i t )  u l t im a te ly  
a c c e n tu a te s  th e  darkness and p i t f a l l s .  A sense o f t h i s  da rk n ess  in  
th e  b r ig h t  romance p a tte rn  has been no ted  as  an o rg an ic  p a r t  o f 
S h a k e sp e a re 's  romances s in ce  E.M.U. T i l ly a r d 's  1938 monograph on 
S h a k e sp e a re 's  l a s t  p l a y s . I n  M alory, however, a lth o u g h  th e  d a rk e r  
s id e  o f  th in g s  may be fo rg o tte n  m om entarily in  any one of a number o f 
sub—p lo t s ,  s id e —e v e n ts , and p ass in g  g lo r io u s  ach ievem ents, i t  may 
go com ple te ly  u n n o ticed  because of th e  n a r r a t o r 's  consc ious
V/.H. Auden, "The Sea and th e  M irro r -  A Commentary on S h a k e sp e a re 's  
The Tem pest,"  C h . I l l ,  "C aliban to  th e  A udience," in  ÏÏ.H. Auden, F or
The Time B eing (London: Faber & F ab er, 1944) ,  P«32*
^^8 T i l ly a r d ,  Shakespeare ' s L ast P lays (London: C hatto  &
Wind u s, 1938) .
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a ttach m en t to  p r a c t ic a l  and s tra ig h tfo rw a rd  e lem en ts . A lthough r e a l  
dangers  and h a rd , e a r th y  e lem ents a re  in g re d ie n ts  o f C la s s ic a l  and 
Shakespearean  romance, in  M alo ry 's  Le Morte D 'A rthur th ey  come to  the  
f o r e .  No m a tte r  how much r e g a l i a ,  s id e —p lo t t in g  and f a s t  e scapes 
M alory m u ste rs  f o r  h is  p ro ta g o n is ts ,  th ey  e x i s t  in  sh arp  c o n tr a s t  to  
num erous, b a s ic  r e a l i t i e s  -  such as  human v o l a t i l i t y ,  l u s t  and 
d e s t r u c t iv e n e s s ,  th e  £20,000 i t  c o s t Guenever to  lo c a te  L auncelo t and 
S i r  D in ad an 's  r e a l i s t i c  jo k in g . In  h is  t r a n s la t in g  and re w r i t in g  
Le M orte D 'A rth u r from i t s  F rench  sources M alory d id  a g re a t d ea l 
tow ards " t ry in g  to  tu rn  th e  f a e r ie  w orld o f th e  f r e n c h  m e d ie v a ^  
romances in to  som ething much more e a r th ly  and r e a l i s t i c .
V/hat i s  s p e c ia l  about S h ak esp ea re 's  u se  o f th e se  d a rk e r e lem ents 
in  romance i s  th a t  when they  come forw ard  in  h is  l a s t  p lay s  th ey  do 
n o t throw  th e  l i g h t e r  e lem ents com pletely  o f f -b a la n c e . In  Shakespeare 
th e  s a t i s f y in g  romance " id e a ls "  a re  p o s itio n e d  n e a r the  g re a t 
d is r u p te r s  of th e se  id e a l s  w ithou t one b lo c k in g  o f f  th e  o th e r  from the 
a u d ie n c e 's  p o in t o f view . As N orthrop  Frye s a id  o f M alo ry 's  use  o f 
S i r  D inadan, one may a lso  say o f S h ak esp ea re 's  u se  o f d o w n -to -ea rth  
e lem en ts  in  h is  romance p la y s ; they  "provide a lo c a l iz e d  s a f e ty  v a lv e  
f o r  re a l is m , w ithou t a llow ing  / th e  r e a l i s ÿ  to  d is ru p t  the  conven tions 
o f r o m a n c e . S h a k e s p e a r e ' s  use o f th e  c o a rse r  e lem en ts o f romance
A q u a l i ty  adm irab ly  evoked in  a re c e n t v e rs io n  of the  L auncelo t 
le g e n d , R obert B re s s o n 's  1974 movie L ancelo t du Lac.
O.S. L e v is , "The E n g lish  Prose M orte,"  op. c i t . , p . l 2 .  The 
e d i to r  o f Malory’ s com plete woiics even went so f a r  as  to  suggest th a t  
M a lo ry 's  main concern i s  n e i th e r  w ith  m orals nor c h iv a lry , b u t a d e s ire  
f o r  "a w orld  o f com fortab le  r e a l i t i e s . "  But I  f e e l  th a t  th e se  "com fort­
a b le  r e a l i t i e s "  -  by which I  assume V inaver means the  sumptuous m a te r ia l  
w ea lth  o f th e  A rth u rian  c h iv o iry  -  i s  b a lanced  o f f  w ith  f a n t a s t i c ,  
f a t a l i s t i c ,  g lo r io u s  and mundane e lem ents in  Le Morte D 'A rth u r. Malory 
a llo w s  the  re a d e r  to  choose w hichever " r e a l i ty "  oi romance he o r she ma;^ 
p r e f e r ,  a s  A r th u r 's  own k n ig h ts  decided  upon t h e i r  s p e c ia l  q u e s ts , ^ee : E . 
V in a v e r ,o d . , M alo ry , The Works, o p .c i t . ,  V o l . I , p p . l v i i —x c ix , C h . I l l  The 
W r i t e r 's  P r o g r e s s " .
N o rth ro p  F iy e ,  A natomy o f  C r i t i c i s m , 6p . c l t . , p •1 9 7 •
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h e lp s  to  ground th e  f a r - f e tc h e d ,  ex trav ag an t elem ents in  h is  l a s t  
p la y s . Thus in  The Tempest M iranda i s  counterposed  to  h e r  p o te n t ia l  
r a p i s t  C aliban  and b ro th e r  Antonio does n o t change because o f 
P ro sp ero u s fo rg iv e n e s s . In  the  W in te r 's  Tale A uto lycus ' sudden good 
fo r tu n e  i s  nev er com plete ly  d e f la te d  and L eon tes ' d is e a se d  mind, 
a lth o u g h  improved by y e a rs  of penance, i s  never s a t i s f a c t o r i l y  e x p la in ed  
a s  t o t a l l y  re p a ire d . In  Cymbeline th e  epiphany o f J u p i te r  i s  b a lan ced  
o f f  in  th e  same scene ■'jvith the  g a o le r 's  g r ip in g  about h is  ta v e rn  b i l l s ,  
w h ile  in  P e r ic le s  th e  p ro ta g o n is t f in d s  h i s  c h as te  d a u ^ t e r  s tu ck  in  
th e  v i l e  "stew s" o f M y tilen e , managing to  escape d e filem en t by th e  
d a i ly  u se  o f h e r  w its  and m usical a b i l i t y .
A p e c u l ia r  way in  which M alo ry 's  l a  Morte D 'A rthur f i t s  in to  the  
romance p a t te r n  a s  f i r s t  e s ta b lis h e d  in  C la s s ic a l  romance i s  th a t  the  
s to r y  o f j&ng A rth u r , Queen Guenever, and S ir  L auncelo t in v i te s  
p sy c h o lo g ic a l in te r p r e ta t io n  as the  s to ry  of an ach iev ed , d is ru p te d , 
and e v e n tu a lly  r e u n ite d  fa m ily . A rth u r comes from a dark  fa m ily , one 
which h as produced Morgan le  Fey and Margawse, w hile  he h im se lf  
commits in c e s t  and f i l i c i d e  -  th e re  i s . r e a s o n  to  look  f o r  a dark  
in t e r p r e t a t i o n  of A r th u r 's  l i f e  s to ry .  Le Morte D 'A rth u r, .re v o lv in g  
about the  f i c k le  Queen Guenever, c o n s ta n t King A rth u r , and th e  s tro n g , 
im petuous S i r  L au n ce lo t, re ad s  on one le v e l  as a d a rk , O edipal t a l e  
in  which th e  son lo v e s  the  m other w ithou t w ish ing  to  overthrow  th e  
f a t h e r ;  b u t ,  in e v i ta b ly ,  d i s a s te r  fo llo w s f o r  a l l .
Once A rth u r has chosen Guenever to  be h is  w ife . M erlin  "warned 
th e  k in g  c o v e r t ly  th a t  Guenever was no t wholesome f o r  him to  tak e  to  
w ife , f o r  he warned /A r th u r /  th a t  L auncelo t should  love  h e r ,  and she 
him ag a in "  ( E k . I I I ,  c h . l ,  V o l .I ,  p p .9 2 -9 3 ). But A rth u r would n o t 
a cc e p t M e r l in 's  a d v ice . Then when S i r  L auncelo t comes to  K ing ^ r th u r  s 
c o u r t  he ach iev es  h i s  " b ir th "  and subsequent development th e re  as 
K ing A r th u r 's  g r e a te s t  k n ig h t. A lthough the  King and Queen have 
to g e th e r  produced no c h ild re n . S i r  L auncelo t p ro v id es  f i l i a l  s a t i s —
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f a c t io n  f o r  th e  two; f o r  King A rthu r l ik e  a son v/ho p e r s o n if ie s  h i s
fa th e r*  s i d e a l s ,  f o r  Guenever l ik e  h e r  lo v eab le  b u t naughty  c h i ld  who
alw ays a sk s  fo rg iv e n e s s . And, in  a manner which i s  "no t wholesom e,"
S i r  L au n ce lo t i s  a lso  Queen Guenever*s lo v e r .  Once t h i s  fa m ily  i s
s p l i t  th e re  i s  on ly  t h e i r  reun ion  in  d e a th , p re f ig u re d  in  S i r
L au n ce lo t* s  " g ro v e ll in g  on th e  tomb o f King A rthur and Queen Guenever"
(Bk.XXI, c h .12, V o l . I I ,  p .528) .  T h e ir a s s o c ia t io n  was as  deep and
e f f e c t iv e  a s  a fam ily  bond, t h e i r  d is ru p tio n  as s e v e re , t h e i r  f i n a l
reu n io n  a s ^ q u i v a l e n t l y ^ a r k  and t r a g ic  as  any o f S h a k e sp e a re 's  f i n a l
fa m ily  reu n io n s  a re  b r ig h t  and joyous. In  ^  Morte D 'A rthu r M alory
has tu rn e d  th e  romance form ula o f joyous r e tu rn  on i t s  head and
co n seq u en tly  produced a re v e r s a l  o f the  em otional and p sy ch o lo g ica l
117romance rhythm from u t t e r  d ep ress io n  to  u t t e r  e la t io n .
I t  v/as no ted  in  th e  se c tio n  on the  H e l le n i s t ic  romances th a t  th e y  
were c r u c ia l  in  e s ta b l is h in g  the  s tru g g le s  of a g u i l t l e s s ,  v ir tu o u s  
he ro  and h e ro in e , w ith  th e  focus m ainly on the  h e ro in e , as a c e n tr a l  
romance convention  v/hich E liza b e th an  au th o rs  would make use  o f .  This 
con v en tio n  was a lso  p a r t  o f m edieval romance -  w ith  c e r ta in  
s o p h is t i c a te d  m o d if ic a tio n s  on th e  concept o f " v ir tu e "  -  s in ce  th e  tim e
^  A romance p a t te rn  which Herman M e lv ille  v/as to  re p e a t in  Moby 
D ick , a s  M e lv i l l e 's  romance n a r r a t iv e  moves from Ish m a e l 's  e x u l ta t io n  
o f th e  sea  and th e  joy  o f s e t t in g  out on h is  w anderings to  th e  f i n a l  
J o b - l ik e  co n c lu s io n  o f " I  alone have escaped to  t e l l  th e e ."  The 
r e s u l t  i s  overwhelm ing, a sp e c ia l  type o f sombre romance, which i s  
c u r io u s ly  in  b o th  cases  something of a n a t io n a l  ep ic  as  w e ll.
A sm all r e p e t i t io n  o f t h i s  sombre romance p a t te rn  i s  to  be found 
in  th e  anonymous E liza b e th an  romance drama Common C ond itions as the  
romance moves from the  i n i t i a l  joyous escape to  the  l a s t  scene in  
which th e  hero  and hero ine  commit s u ic id e .
See; Herman M e lv i lle , Moby Dick (hew York; i/.W. H orton & o o ., 
1967) ;  Common C o n d itio n s , ed. Tucker Brooke (Hew Haven; Yale 
U n iv e r s i ty  P ress  19i 30',"E lizab e th an  Club R ep rin ts  n o . l .
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o f th e  Roman de Thehes, the  Roman d 'E n e a s , and th e  Roman de T roie 
( o . 1150- 1165) .  M alory o f f e r s  h is  ovm v e rs io n  of t h i s  sen tim en ta l 
co n v en tio n ; h u t i t  i s  overshadowed hy the im portance o f male fe llo w ­
s h ip . ^  M orte D 'A rthu r i s  p r im a r i ly  a man* s w orld , w ith  th e  love of 
f a i r  women p ro v id in g  men w ith  encouragement and g o a ls . I t  i s  
q u e s tio n a b le  w hether women a re  r e a l l y  im p o rtan t a s  fe llo w  human b e in g s  
in  M alory o r a s  a h ig h  form of t ro p h ie s .  Indeed , when one co n sid e rs  
th e  g r e a te s t  scenes o f human communion in  Le Morte D 'A rth u r, such as  
th e  scene betw een S i r  L auncelo t and S i r  Galahad (Bk. XVII, c h .13,
V o l . I I ,  p p .351- 353) ;  th e re  a re  no e q u iv a le n t scenes between any man 
and woman in  th e  v/ho le  o f Le Morte D 'A rth u r.
In  ^  M orte D 'A rth u r th e  n a r r a t iv e  em phasizes manly form s o f 
e n te r ta in m e n t,  s p e c i f i c a l ly  m i l i t a r y  v a lo r  and g o re ,^^^  of which th e re  
i s  l i t t l e  s im i la r  t ra c e  e i th e r  in  C la s s ic a l  o r  Shakespearean romance. 
One i s  p rov ided  w ith  n o th in g  l ik e  th e  g r i s ly  tournam ent o f Book VII 
in  ^  M orte D 'A rthu r wnsre K ing A r th u r 's  k n ig h ts  have such a grand 
tim e sm ashing, g ash in g , and sm itin g  each o th e r  h a l f  to  d e a th . Even 
th e  O dyssey' s  u se  o f v io le n c e , o f which th e re  was a f a i r  amount, was 
u n d e rc u t because f ig h t in g  was e i t h e r  e x c lu s iv e ly  an a c t  of s e l f -  
defence  o r  n a t io n a l  d e fen ce . The days o f th e  I l i a d  were over; 
w arrio rh o o d  was n o t sought a s  a v i r t u e ,  i t  was m ain ta ined  as a
An em phasis which a lso  shows in  M alo ry 's  s in g lin g  out S ir  
T r is tra m  as  the  K n ig h tly  p a tro n  of h u n te rs  in  a fa sh io n  beyond h is  
so u rc e s . See; P .E .T u ck er, "C h ivalry  in  the  M orte,"  in  Essays on 
M alo ry , ed . J .A . 'iV. B ennet , op. c i t . , e sp . p p .72 f  • ,  R .il. n ilso n , 
C h a ra c te r iz a t io n  in  M alory -  A Comparison IVith H is Sources (C hicago: 
U n iv e r s i ty  P re s s , 1934}•
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n a t io n a l  n e c e s s i ty .  ^ A s im ila r ,  though p o s s ib ly  more r e s t r a in e d  
a t t i t u d e  was shown tow ards v io le n c e  in  th e  H e l le n i s t ic  rom ances, 
w hile  in  S h a k e sp e a re 's  l a s t  p lay s  th e  f ig h t in g  v/hich i s  approved o f i s  
done e i t h e r  in  s e lf -d e fe n c e  (a s  v/hen P e r ic le s  must f i g h t  th rough  th e  
tournam ent o f Act I I ,  scene i i  to  re g a in  h is  a r i s t o c r a t i c  p o s i t io n )  
o r  in  defence o f o n e 's  coun try  (a s  in  Cymbeline in  Act IV, scene i i  
when G uedirus k i l l s  C lo ten ).
M a lo ry 's  s t r e s s  on male fe llo w sh ip  i s  n o t d u p lic a te d  e i t h e r  in  
C la s s ic a l  romance o r  in  Shakespearean romance. In  Homer's v e rs io n  
o f romance th e  v i r tu e  o f com radeship i s  u n d ercu t by O dysseus' 
s o l i t a r y  n a tu re  and th e  u n f in ish e d  c h a ra c te r  o f h is  r e tu r n  home to  
P enelope; w hereas in  the  H e l le n i s t ic  romances i t  i s  obscured  by the  
s t r e s s  on sexua l lo v e , b o th  ch as te  and u n c h as te . In  S h ak esp ea re 's  
l a s t  p la y s  a . f e e l in g  of com radeship i s  t r a n s la te d  in to  fam ily  f e e l in g s ,  
e s p e c ia l ly  o f f a th e r  f o r  d au g h ter. V/hat com radeship m ight e x i s t ,  
such as  th a t  between Leontes and P o lix en es  in  The W in te r 's  T a le , i s  
u n d e rc u t by p sy ch o lo g ica l d is tu rb a n c e , o r , a s  th a t  between P e r ic le s  
and H elican u s in  P e r i c l e s , i s  no t given room to  d ev e lo p . The one 
example o f com radeship in  the  l a s t  p lay s  which i s  ak in  to  th a t  s p i r i t
^ M anliness i s  a  dominant theme as w ell in  Orlando P u r io so , 
a lth o u g h  th e  v i r t u e s  o f m anliness are  extended to  in c lu d e  women. The 
concep t o f m an liness and com radeship in  Orlando F^urioso i s  more s u b tle  
and in d i r e c t  than  M alo ry 's  b lu n t id e a  o f i c .  V i r i l i t y  has a v e ry  wide 
m eaning in  Orlando F u r io s o : i t  i s  a fo rce  o f sexual prowess (a s  in  the  
t a l e  o f th e  k i l l e r  wômën)7 s tre n g th  of arms (e sp . w ith  Ruggiero and 
O rlan d o ), and p o l i t i c a l  a b i l i t y  ( f o r  which Charlemagne and, on a n o th e r  
l e v e l ,  S ob rino , s tan d  as paradigm s). See: Ludovico A rio s to , Orlando 
F u r io so  C .I9 , St.42 f .  ( f o r  land  o f th e  k ille r-w o m en ); C.45? s t T o l f .  
( f o r  b a t t l e  between Ruggiero and h is  beloved B radam ant); C .3I ,  s t .51 
f . ,  C .38 , St.80 f .  ( f o r  Charlem agne's com bination o f h a rd in e ss  and 
p o l i t i c a l  a b i l i t y ) ;  C.4 0 , s t . 34 f»> C.41? s t . 6l  f . , C .42, s t . l 8 ( f o r  
exam ples o f  S o b r in o 's  h a rd in e ss  and p o l i t i c a l  a b i l i t y ) .  A ll 
q u o ta tio n s  and re fe re n c e s  to  Ludovico A r io s to 's  Orlanno F u r io s o  made 
th ro u g h o u t t h i s  th e s i s  are  taken  from the  u liz a b e tn a n  t r a n s la t io n  by 
S i r  John H arin g to n . See: O rlando F u rio so  In  E n rd ish  ITero ical V erse  
hy John I la r in a to n  o f  B athe K n i^ n t/~.7  Row t h i r d l y  re v is e d  and 
amended w ith  th e  A dd ition  oi the  A uthors  üipigrams ( London. G. iw ille r ,
1634) .
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a s  i t  i s  ex p ressed  in  M alory, i s  in  Cymbeline w ith  the  f r a t e r n a l  
a f f e c t io n  and a lle g ia n c e  o f G uiderius f o r  A rv irag u s , th e  sense o f a 
sm all hand o f f ig h t in g  men v/ith  Lord B e la r iu s , G u id e riu s , and 
A rv irag u s . B u t, a g a in , t h i s  i s  confined  v /ith in  fam ily  hounds, e i t h e r  
r e a l  o r  im ag inary .
However, the  ag g re ss iv e  v a lu e s  of A rth u rian  c h iv a lry  a re  a lso  
genuine v i r t u e s .  A lthough M alo ry 's  k n ig h ts  must d is p la y  t h e i r  w orth 
hy f i g h t in g  in  defence o f t h e i r  la d ie s  and t h e i r  o a th s ,  t h e i r  f ig h t in g  
a ls o  s t a b i l i z e s  th e  id e a l s  which keep th e  s o c ie ty  to g e th e r .  The 
A rth u r ia n  romance w orld i s  a p e c u l ia r ly  f l u i d  and v o l a t i l e  s i tu a t io n  
o f checks and b a la n c e s . King A rthur and h i s  Round Table im p e rfe c tly  
impose a s e t  of law s and v a lu e s  in  an im p erfec t age o f mankind. I f  
t h e i r  method le a n s  more tow ards brav/n than  b ra in  a t  tim es , t h i s  i s  
because th e y  are  a ls o  something o f an upper c la s s  p o lic e  f o r c e .  The 
manly id e a l s  o f A rth u rian  c h iv a lry  a re  given more n a r r a t iv e  a t te n t io n  
in  M a lo ry 's  Le M orte D 'A rthur than  the  s tru g g le s  o f sexua l lo v e . Love 
may serv e  to  measure a m an's s t r e n g th ,  b u t a man must in  th e  end be 
s t ro n g e r  than  h i s  love -  a s  A r th u r 's  choice to  punish  Guenever shows. 
In  h i s  romances Shakespeare chooses to  give th e  n a r r a t iv e  edge more 
tow ards h i s  lo v e rs  than  h i s  f i g h t e r s ,  though a s te r n ,  m oral c o r re c t iv e  
i s  alw ays p re se n t -  be i t  in  P e r ic le s ' con sc ien ce , Im ogen's f i d e l i t y ,  
H erm ione 's  punishm ent o f L eon tes, o r  P ro s p e rs 's  w a tch fu l, g u id in g  
p re sen c e .
A r io s tia n  Romance Conventions
No l e s s  than  Queen E liz a b e th  h e r s e l f  e s ta b l is h e d  th e  prominence 
o f A r io s to 's  Orlando F urio so  in  the  E liza b e th an  ag e , by g iv in g  h e r  
ro y a l  command to  S i r  John H arington to  t r a n s la t e  th e  whole o f th e  
O rlando F u rio so  (and  n o t ju s t  the  bawdy canto  tw e n ty -e ig h t v /ith  which
(57)
he was e n te r ta in in g  th e  la d ie s  o f E l iz a b e th 's  c o u r t ) . H a r i n g t o n ' a
com plete t r a n s la t io n  o f 1591 became one o f th e  most w idely  read
I t a l i a n  re n a issa n c e  m aste rp ieces  o f the  E n g lish  re n a is s a n c e , a
t r a n s l a t i o n  v/hich v/as " ju s t ly  adm ired by /H a r in g to n 's /  con tem poraries
f o r  i t s  v iv id n e s s , energy , and r h e to r ic a l  c o n c i s e n e s s . U n l i k e
M alo ry 's  Le Morte D 'A rthur v/hich we know had a p e rv asiv e  in f lu e n c e  in
th e  E n g lish  re n a is sa n c e  b u t i s  d i f f i c u l t  to  t i e  dov/n to  p a r t i c u la r
c a s e s , A r io s to 's  Orlando F u rio so  o f f e r s  an em barrassm ent o f r ic h e s
f o r  th e  in f lu e n c e -h u n tin g  c r i t i c .  The b e s t  known re fe re n c e  to
A r io s to 's  romance i s  Edmund S p e n se r 's  m ention o f A rio s to  in  h is
d e d ic a to ry  e p i s t l e  to  R ale igh  in  th e  F a e r ie  Queene' s  f i r s t  e d i t io n  of
1590 a s  one o f h is  fo u r  g re a t sou rces o f in s p i r a t io n  a long  w ith
122Homer, V i r g i l ,  and Tasso. The Orlando F u rio so  in  a d d itio n  in s p ire d
P e te r  B e v e r ly 's  A riodante  and Gene~'/ra ( I 566) ,  R obert G reene 's  The
H is to ry  o f O rlando F u rio so  -  One of the  Twelve P eers  o f France ( 1 589) ,  
p lu s  i n d i r e c t l y  in f lu e n c e d  S h ak esp ea re 's  Much Ado About N othing ( 1589-
120 As r e la t e d  by J . J .  Ju sse ran d , see : J . J .  J u sse ra n d , The E n r l is h  
Hovel in  th e  Time o f Shakespeare , t r a n s .  E.Lee (London: E .Benn, L td . ,  
1966, r p t .  o f Unwin I 69O e d j , p .79* Ju sse ran d  w r ite s  o f th e  Orlando 
PH irioso, the  " in flu e n c e  such a p u b l ic a t io n . . .h a d  in  th e  d if f u s in g  o f 
I t a l i a n  t a s t e s  in  Æ nglanÿ^ cannot be e x a g g e ra te d .. . i t  was the  b e s t  
r e v e l a t i o n . . .p la c e d  b e fo re  th e  p u b lic  o f th e  a r t  o f the  R en a issan ce ."
The f i r s t  p u b lic a tio n  o f . t h e  Orlando F u rio so  was in  1517, the  
l a s t  p u b lic a t io n  du rin g  A r io s to 's  l i f e t im e  was in  153?. H a rin g to n 's  
t r a n s l a t i o n  o f th e  whole poem f i r s t  appeared in  1591, v /ith  subsequent 
e d i t io n s  ap p ea rin g  in  I 6O7 and 1634«
James E. R u o ff, Handbook of E lizab e th an  & S tu a r t  L i te r a tu r e  
(London: M acm illan, 1975), P « 4 3 2 .  Ben Jonson, however, was 
s c e p t ic a l  o f H a r in g to n 's  t r a n s la t io n  as a worthy p iece  o f E n g lish  
v e r s i f i c a t i o n .  See : Jonson , Works, o p .c i t . , V o l .I I ,  p . 407*
1^2 F a e r ie  Fueen e , ed, J .C . Smith (O xford: Clarendon
P r e s s , " l9 0 9 T r p t . 197?), PP.485-487, "A L e t te r  o f th e  A uthors to  
S i r  W alter R a le ig h " .
(58)
1600) and, p o s s ib ly , O th e llo  ( I 603--04) ,^23
There i s  a s im ila r  w ealth  of shared  l i t e r a r y  m o tifs  between th e  
co n v en tio n s  o f C la s s ic a l  romance and A r io s to 's  Orlando F u rio so  as 
th e re  i s  between C la s s ic a l  romance and M alo ry 's  Le Morte D 'A rth u r.
In  i t s  su ccess io n  o f lo v es  j  As d iso rd e re d  a s  b i t s  o f a k a le id o s c o p e " ^ ^  
th e  Orlando F u rio so  d isp la y s  many o f the s tan d a rd  in g re d ie n ts  of 
romance as  w ell a s  adding new elem ents to  the  gen re . To use  V/ellek 
and W arren 's  d e s c r ip t io n  o f a genre a s  a "handle" h e re ; the  o u te r  
form  o f A r io s to 's  romance, the  p a r t i c u la r  s t ru c tu re  which ?/e have come 
to  ex p ec t from  romance, rem ains the  same,- whereas th e  in n e r  form , the  
s p e c i f ic  tone and a t t i t u d e  tow ards the  m a te r ia l  in v o lv e d , a l t e r s  
c o n s id e ra b ly ,
M arvel, r i s k ,  trium phant adventure  and m agical wonders a re  
everyw here in  th e  Orlando F u r io so , a l l  a c tio n  ta k in g  p lace  in  a 
c o n te x t o f k n ig h tly  pagean try  and h ig h lig h te d  by the  s p e c ia l  u se  o f 
p e rs o n a liz e d  v/eapons. This i s  A r io s to 's  way o f u s in g  th e  romance m o tif 
o f d is t in g u is h in g  c h a r a c te r i s t i c s ,  to  give th e  im p o rtan t k n ig h ts  a 
s p e c ia l  sword (O rlan d o 's  D urindana, R in a ld o 's  F u sb e r ta , R u g g ie ro 's  
D a lis a rd )  o r a s p e c ia l  horse  (R in a ld o 's  B ayard, B ra n d im a rtls  B a to ld ,
See; The R evels H is to ry  of Drama in  E n g lish , V ol. I l l  1576- 1 6l 3 , 
g e n .e d s . 0 .Leech & T.V/.Craik ( London: Methuen & C o .L td ., 197pT, pp.
58.5 The Pla y s  & Poems o f Robert Greene, V o l .I ,  ed. J .C . C o llin s  
(O xford ; Clarendon P re s s , 1905)7 The H is to ry  of Orlando F u rio so  
p p .223- 265; C.T. P ro u ty , The Sources of lu c h  ado About N othing (New 
Haven: Yale U. P re s s , 1950)7 G eoffrey B ullough, The N a rra tiv e  and 
D ram atic S o u rces  o f  Shakespeare (London: Routledge & Kegan r a u l ,  
I 957- I 975T  V ols. I I  and V II.
^^4 11, 46-47 from Jorge Luis B orges' c r i t i c a l  poem on the  Orlando 
F u r io s o , "A riosto and the A rabs,"  in  Jorge L uis B orges, A P e rso n a l 
A nthology (London: P icado r P re s s , 1972), p p .80—83.
"Genres should  be co n ce iv ed .. .a s  a grouping of l i t e r a r y  works 
b a se d , th e o r e t i c a l l y ,  upon bo th  o u te r  form ( s p e c i f ic  m eter o r 
s t r u c tu r e )  and a lso  upon in n e r  form ( a t t i t u d e ,  to n e , purpose — more 
c ru d e ly , s u b je c t and audience ). " See: v.'ellek & , ,a r re n , Tl^eory jof 
L i t e r a tu r e  (New York; Hare our t , B race , & ,;o rld . I n c . ,  3^d Gvin., 1956),
7 .2 3 1 7  "
(59)
A s to f o lo 's R ab ican , and RiJiggiero's F ro n tin o )*  This p e rso n a l p ro p e r ty , 
e s p e c ia l ly  th e  sw ords, has th e  c h a ra c te r  o f Odysseus' bow and A r th u r 's  
sword iiiZcalibur# "The v ir tu e  of th e  weapon fo rg ed  by th e  h e ro , o r  
bestow ed upon him by the  gods, i s  a p a r t  o f h im se lf and a  s ig n  o f h is  
m agic s t r e n g th ,"  w rote H e in rich  Zimmer about t h i s  romance m o tif .
Thus O rlando , as th e  p r in c ip a l  hero  o f th e  C aro ling !an  leg en d s , 
p o sse sse s  the  sword Durindana which had once been H ecto r o f T ro y 's  
own weapon, w hile  R inaldo w ie lds th e ,in fam o u s F u b e rta  and Ruggiero 
u s e s  th e  sword made by the  so rc e re s s  F a le r in a ,  B a l is a rd .  A s p e c ia l  
"weapon" which corresponds to  the  s p e c ia l  m ajesty  of th e  in d iv id u a l  
p ro ta g o n is t  w i l l  be u sed  only  once by Shaicespeare in  h i s  l a s t  p la y s , 
b u t w ith  g re a t  e f f e c t ,  w ith  P ro s p e rs 's  m agical s t a f f  and book.^^^
The c la im s to  h i s t o r i c a l  re le v an c y , an emphasis on g e n e ra tio n  
d i f f e r e n c e s ,  and th e  e s s e n t ia l  p ie ty  of the  main c h a ra c te r  a re  a l l  
p re s e n t  in  the  O rlando F u rio so  in  th e  network of c o n s id e ra tio n s  
su rro u n d in g  th e  C aro lin g !an  leg en d s , the  g e n e ra tio n  o f C harlem agne's 
su p p o rtin g  k n ig h ts  and th e  f ig u re  o f Charlemagne h im se lf  as th e  good, 
vdse K ing o f France and th e  Holy Roman Em pire. The unspoken b u t 
u n d e rs to o d  h i s t o r i c a l  f a c t  s e t t in g - o f f  th e  v/hole o f th e  Orlando 
F u r io so  i s  th e  knowledge th a t  th ese  s to r i e s  a re  about one g lo r io u s  
p e r io d  o f th e  European p a s t ,  a g lo ry  which d ied  ou t in  th e  l i f e t im e
H e in ric h  Zimmer, The King and The C orpse, op. c i t . , p . l9 0 .
In  one c a s e , A rio s to  a c tu a l ly  u ses  th e  device of a  book o f 
m ag ical fo rm ulas as  a p ro te c t iv e  weapon f o r  one o f h is  h e ro es  -  w ith  
th e  magic book which L o g i s t i l l a  g iv es  the  E n g lish  duke A sto lfo  
(C .1 5 , St. 9 f . )  and w ith  which he e v e n tu a lly  wins en tran ce  in to  th e
enchan ted  p a lace  (C .22 , s t .  14 f»)»
As n o te d  p r e v io u s ly ,  a l l  q u o ta t io n s  and r e f e r e n c e s  made to  
L u d o v ic o 's  O rlando P u r io s o  w i l l  be ta k en  from the  E l i z a b e th a n  
t r a n s l a t i o n  by  S i r  Jolin H ar in g to n .  T h is  t r a n s l a t i o n  h as  been r e a d  
and  checked  a g a i n s t  a modern t r a n s l a t i o n :  Ludovico A r io s to  — O rlando 
F u r i o s o ,  an E n g l i s h  p rose  t r a n s l a t i o n  by  Guido waldman (Loncon.
Oxford U n iv e rs ity  P re s s , 1974)*
(60)
o f  C harlem agne'8 su ccesso r Louis o f A q u i t a i n e . T h e  em phasis on 
g e n e ra tio n s  in  the  Orlando F nrioso  i s  s im ila r  to  th e  way t h i s  
in g re d ie n t  was used  in  the  Odyssey and th e  A e th i o p ic a , in  which the  
younger g en e ra tio n  p a r t ic ip a te s  in  the g lo r ie s  o f the  o ld e r  genera tion*  
U n lik e  Morte h* A rth u r  the  g lo ry  does n o t v i s ib ly  d ie  out in  the  
younger g e n e ra tio n  w hile a t  the  same tim e th e  o ld e r ,  e s ta b l is h e d  
n o b i l i t y  s u l l i e s  them selves. Charlemagne i s  upheld  by the  s t r e n g th  
o f h i s  fa m ily , e s p e c ia l ly  those  two bulw arks o f h i s  empire in  the  
O rlando  F u r io so : h is  nephews Orlando and R inaldo .
A m ing ling  o f b le s s in g s  and sorrows i s  c e r ta in ly  p re se n t in  th e  
O rlando F u r io s o , w ith  O rlando’ s h o r r ib le  s t r e tc h  o f madness (C .2 3 ,
S t . 85 f . -  C.39> S t . 55) ;  the d eath  o f O rlan d o 's  most f a i t h f u l  f r i e n d  
B rand im art (C.41> s t .65  -  C .42, s t . l B ) ,  th e  f a u l ty  n o b i l i t y  o f K ing 
Agramant (C .4O, s t . 34 f . )  be ing  counterposed  to  O rlando’ s recover^'’ 
( C .39, St.55 f * ) ;  th e  m iracu lous h e a lin g  o f O liv e r ’ s m o rta l wound 
(C .4 3 j s t s . 182- 183}) and th e  conversion  of Sobrino and Ruggiero 
(C .431 s t s . 183- 186; C.41I  s t s .47 f ' ) .  U nlike M alory, A rio s to  obscures 
th e  sorrow s and h ig h l ig h ts  th e  jo y s  in  h is  n a r r a t iv e  in te rw eav in g .
H is romance g ra d u a lly  and thorough ly  develops a s to ry  of v ic to r y ,  
r e c o n c i l i a t io n ,  and conversion’ of C h r is t ia n  fo rc e s  over pagan f o r c e s ,  
o f  l i g h t  trium phing  over d arkness. With th e  work’ s l a s t  can to  we a re  
p ro v id ed  w ith  a fam ily  reun ion  f o r  an ending as Charlemagne g a th e rs  
h i s  fa m ily  to g e th e r  f o r  th e  wedding o f h is  n iece  Bradamant to  the  
co n v e rted  i n f i d e l  Ruggiero. The mood o f t h i s  reun ion  s ta r t e d  to  
d evelop  a few can to s  e a r l i e r  when Guidone Selvaggio  d isco v e red  h is  
h a l f - b r o th e r  R inaldo (C .3I ,  s t .2 ?  f . )  and M arfisa  and Ruggiero 
d isc o v e re d  th a t  th ey  were b ro th e r  and s i s t e r  (C.3^> st*5S f«)« The 
O rlando F u rio so  ends when the  lo s t  a re  reco v ered , when a l l  the  
r e s i l i e n t  w anderers have come home.
F o r more on th e  claim s to  h i s to r i c a l  re lev an cy  in  th e  Qrlpn.do^ 
F u r io s o see  th e  s t a n d a r d  work on th e  I t a l i a n  poetry  o f A rio so o 's  
tim e : G, T o ffa n in , I I  Clnouecento (M ilano: F .V a lla rd i ,1 9 6 5 ) ,7 th  re v .o d n .
(61)
Id e a l iz e d  m ale-fem ale r e la t io n s h ip s  p lay  a dom inant, and l e s s  
ambiguous r o le ,  in  the  Orlando F u rio so  than  th ey  d id  in  M alory’ s Le 
M orte L’A rth u r» A rio s to ’ s use o f a frame o f d i r e c t in g  h ig h e r  powers 
i s  f a r  more d a rin g  than  M alory’ s use  of th e  S a n g ra il .  In  th e  Orlando 
e v e ry th in g  from the  C h r is tia n  God and H is a n g e ls . S c a t te r ­
b ra in e d  O b liv io n , S lo th , Slumber, P ro te u s , T r i to n s , s e a - s p r i t e s  and 
S t .  John th e  A postle  a re  c a l le d  in  to  h e lp  o r ie n t  the  work from a 
p o in t  o u ts id e  the  immediate range o f a c t io n . And we have again  a 
romance as  an ’’a r i s t o c r a t i c ” t a l e  w ith  the f a c t  o f a p e rso n ’ s c h iv ­
a l r y  b e in g  a n a tu ra l  outcome o f t h e i r  be in g  a su p e r io r  human b e in g , 
a s  n o te d  in  th e  l o f t y  s p i r i t  and c h iv a lro u s  a t t i t u d e  o f G radasso,
K ing o f S e ric a n a , w hile l i s t e n in g  to  R inaldo ( C .J l ,  s t .83  f . ) .
I d e a l iz e d  re la t io n s h ip s  a re  in t e g r a l ,  in  b o th  th e  Orlando 
F u rio so  and M alory’ s Iæ Morte L’A r th u r , to  th e  need f o r  a k n ig h t to  
d is p la y  h i s  love f o r  h is  lad^f. As L auncelo t s a id  to  A rth u r on two 
o c c a s io n s , f o r  h is  la d y ’ s sake a k n ig h t must "p lay  h is  pagean t" 
(L.M .L.A , Bk.X, c h .74 , V o l .n ,  p .156;-Bk.X , ch .7 9 , V o l . I I ,  p . l6 7 ) .
The d if fe re n c e  between M alory and A rio s to ’ s u se  o f th e  theme of a 
lo v e r  hav ing  to  prove h is  love and the  C la s s ic a l  use o f th e  same 
romance them e, i s  th a t  w ith  M alory and A rio s to  love i s  t e s t e d  b e fo re  
i t  i s  a cq u ired  whereas in  C la s s ic a l  romance love  i s  t e s t e d  a f t e r  th e  
lo v e r  a c q u ire s  h is  o r  h e r  be loved . In  b o th  the  Odyssey and the  
A e th io p ic a  th e  wandering t r i a l s  prove th e  lo v e rs  worthy o f what th ey  
a lre a d y  p o sse ss : Penelope and Odysseus belong  to  eacn o th e r  long  
b e fo re  th e y  undergo t h e i r  t r i a l s  f o r  each o th e r ’ s salce; C n a ric lea  
and Theagnes undergo t h e i r  s u f fe r in g s  f o r  love a f t e r  t h e i r  elopem ent 
from  D e lp h i, n e i th e r  having  to  go through a d isp la y  o f w orth a t  th e  
tim e o f t h e i r  m eeting in  D elp h i. The p a tte rn  in  Le M orte D’ A r th u r  and 
O rlando F u rio so  i s  in d eb ted  to  C h r is t ia n  id e a l s ,  p io v in g  one s s e l f  
w orthy o f an e a r th ly ,  sen tim en ta l love d e riv in g  from th e  C h r is t ia n
(62)
id e a  o f  s u f f e r in g  as a means to  redem ption .
The va lue  o f d is s im u la tio n  and c r a f t in e s s  a lso  works in to  
A r io s to ’ s u n d e rs tan d in g  o f th e  c h iv a l r ic  code, though in  a more 
co m p lica ted  way than  in  M alory s in ce  A r io s to ’ s pow erful use o f iro n y  
ex ten d s  th e  range o f h is  p reoccupation  w ith  i n d i r e c t ,  e f f e c t iv e  
m anoeuvres. The c r a f t  o f in d ir e c tn e s s  and a s t r e s s  on m ental a g i l i t y  
in c lu d e s  methods o f w a rc ra f t ,  s t a t e c r a f t ,  th e  a r t  o f s o c ia l  
in te r c o u r s e ,  lo v in g , h a tin g  -  and th e  v e ry  c re a tio n  o f th e  O rlando 
F u r io s o . The b a t t l e  of P a r is  and th e  manner in  which i t  i s  fough t and 
won (M ich ae l’ s use o f D iscord  in  th e  Saracen camp, C .26, s t .87 f , ,  
R in a ld o ’ s d e v a s ta tin g  n ig h t a t ta c k ,  C .3I ,  s t .4 3  f . ) ,  th e  prom inent r o le  
g iven  to  Agramant’ s wise c o u n se llo r  King Sobrino (e s p . C.4 0 , s t . 3 4 f ) ,  
Charlem agne’ s use  o f diplomacy (e sp . C .38, s t . 6 4 f . ,  C .38, s t . 80f . ) ,  
th e  premium p laced  on th e  c h iv a lro u s  s k i l l s  o f d isg u ise  and t a c t i c a l  
f e i n t s  ( a s  when Bran damant co n fro n ts  B ru n e llo , C .4, s t . l f . ) ,  the  round­
about way in  which Ruggiero wins Bradamant o r  I s a b e l  succeeds in  
e lu d in g  rap e  and b e in g  tru e  to  Z erb in  (e sp . C.45» s t . 6 7 f . î C.4 6 , s t . ^ f j  
C .28 , s t . ^ l f j  C .29, s t .3 f « )  -  a l l  i l l u s t r a t e  the  p o s i t iv e  n a r r a t iv e  
s t r e s s  on c r a f t in e s s  and m ental a g i l i t y .  Added to  t h i s ,  th e . i r o n y  
which "b a th es"  th e  Orlando F u r io so , as B enedetto  Croce p o in te d  o u t,^ ^ ^  
th ro u g h  A r io s to ’ s use  o f u n d e rs ta tem en t, h^jTsbbole, c o n t r a s t ,  parody 
and pun, keeps the  whole work in  a s ta t e  o f l i t e r a r y  conco rd ia  
d is c o r s  which h as  earned  i t  a s p e c ia l  re p u ta tio n  among European
See: C .S. Lewis, The A llego ry  o f Love: A Study in  M edieval 
T r a d i t io n , op . c i t .
See: B enedetto  Croce, A r io s to , S hakesueare , and C o rn e i l le ,
t r a n s .  D. A in s lie  (London: G .A llen & Unwin, L td . ,  1920), p.4U f«
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rom ances f o r  i t s  i l lu s iv e n e s s  and s o p h is t ic a t io n ,
Tlien th e re  a re  the  more p a r t i c u l a r ,  s p e c ia l ly  A r io s tia n  romance 
co n v en tio n s  o f the  Orlando F u r io so . The two fem ale w a rr io rs  Bradamant 
o f C lairm ont and R uggiero’ s s i s t e r  M arfisa  occupy a prom inent p lace  in  
th e  O rlando F u rio so  and are  t o t a l l y  w ithou t p a r a l l e l  in  Malory* s Le 
M orte 1)’ A rth u r , As "w arrio r dam sels" th ey  g a l la n t ly  defend t h e i r  
p e rso n a l v i r t u e ,  "h a th /In g  t h e i r /  b lad e  in  b lood  up to  the  h i l t ,  /
And wdth th e  same th e i r  /e n em ies / a l l  / t h e g /  mangled" (C .I9 , s t . 56) .  
They b o th  be long  to  the  e l i t e  crew o f A r io s to ’ s w a rr io rs  in  the  
O rlando F u rio so  and g lo r io u s ly  trium ph a t  the  s to r y ’ s end a s  e s ta b ­
l i s h e d ,  re sp e c te d  n o b i l i ty ,  Bradamant and M arfisa  would have 
ap p ea led  to  an E lizab e th an  audience in  the  same *way C h a ric lea  o f the 
A e th io p ic a  would have been an a t t r a c t i v e  f ig u r e .  They re p re s e n t  an 
a c t i v e ,  p o l i t i c a l l y  in f l u e n t i a l  type o f woman who a g g re s s iv e ly  pursues 
and defends h e r  id e a l s ,  w hile a t  th e  same tim e h e r  p a r t i c ip a t io n  in  
th e  s to r y ’ s ad v en tu res  h e lp s  to  g ive the work an a i r  o f g e n t i l i t y ,  
s o f tn e s s  and sen tim en t. F or the  age of E liz a b e th  th e  l i t e r a r y  id e a l s  
p e r s o n if ie d  by A r io s to ’ s w a rr io r-h e ro in e s  would have taken  on the  
re le v a n c y  o f d a i ly  p o l i t i c s .
Bradamant and M arfisa ’ s many a c tu a l  d u e ls  in  th e  Orlando F u rio so  
h e lp  to  b r in g  ou t th e  theme of lo v e ’ s em otional and p sy ch o lo g ica l 
v io le n c e  -  in  v/hich a woman can be as e x p e rt as a man, i f  n o t b e t t e r .  
Thus on one o cca s io n , A rio sto  l ik e n s  M arfisa  to  Homer’ s P e n th e s i le a  
(C .2 6 , St.59) and evokes the  meaning o f the  P e n th e s i le a -A c h ille u s  
tra g e d y  a s  an analogy f o r  the  sexual s tru g g le s  in  th e  Orlando F u r io so .
I t  i s  n o t s o le ly  A r io s to 's  use of iro n y  which d is t in g u is h e s  him 
from  o th e r  w r i te r s  o f romance, b u t h is  combined use  o f iro n y  and l y r i c ­
ism  -  a  p o in t I  s h a l l  take up under the  heading  of th e  romance conven­
t io n s  which a re  p e c u l ia r  to  the  Orlando Furioso^.
A lso , A rio s to  was n o t unpreceden ted  in  h is  use o f iro n y  in  a 
c h iv a l r i c  romance s i tu a t io n .  C hre tien  de Troyes u ses  i t  to  a v i r t u a l l y  
absu rd  degree in  h is  L an ce lo t, See: C hre tien  de Troye&, A rth u rian  jornan- 
c es  (London: J.M, Bent & Lons L td . ,  1914, r p t ,  I 968) ,  pp 270—339»
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Men and women jo u s t  in  many ways in  th e  Orpjxndo F u r io so ,a n d  th e  f u l l  
am bigu ity  o f m i l i t a r y  b a t t l e  between the  sexes i s  b rough t ou t in  th e  
combat between Bradamant and h e r  fu tu re  husband Ruggiero in  can to  
f o r t y - f i v e ,  Charlemagne and a l l  h is  lo rd s  n o te  midway th rough  t h i s  
b a t t l e ,  when i t  appears n e i th e r  f i g h t e r  i s  com pletely  v ic to r io u s ,  th a t :  
"Each man esteem s t h i s  match f o r  h e r  most f i t ,  /  Each man a llo w es , 
each  man commendeth i t "  (C ,45 , s t ,7 8 ) .
A nother s p e c ia l  q u a l i ty  o f th e  Orlando F u rio so  i s  A r io s to ’ s double 
u se  o f r e c r e a t io n .  F or the  Orlando F u rio so  i s  r e c re a t iv e  in  b o th  
sen se s  o f th e  word: A rio sto  makes a g re a t e f f o r t  to  c re a te  an en jo y ­
a b le  s to ry ,  and, a t  the  same tim e, th e  enjoyment i s  c re a te d  by 
in v ig o r a t in g  o ld  t a l e s  v/ith  f r e s h  t e l l i n g s ,  by r e - c r e a t in g ,  by go ing  , 
o v e r again  th e  p le a su ra b le  accounts o f th e  Charlemagne legends and
th e  s t ru g g le s  o f C h r is t ia n i ty  a g a in s t  th e  fo llo w e rs  o f "M aco n ...o f
1f o o l i s h  s u p e r s t i t io n "  (C .4 0 , s t ,1 2 ) .  As th e  Odyssey ?/as s tro n g ly  
in d e b te d  to  e a r l i e r  myth, and H e l le n i s t ic  romance was g r e a t ly  
in d e b te d  to  th e  l i t e r a r y  c re a t io n s  of. the  Greek p a s t ^ ^  -  so A rio s to  
r e c r e a te s  a t r a d i t i o n a l  body o f l i t e r a t u r e  w hile s im u ltan eo u sly  
o f f e r in g  h is  o^m, f r e s h  in te r p r e ta t io n s .  Some c r i t i c s ,  n o ta b ly  
Jacob B u rck h ard t,^ ^ ^  have c r i t i c i s e d  the  e x te n t o f A r io s to ’ s "sim ply  
rep ro d u c in g  a f a m il ia r  c i r c le  o f f ig u r e s ,  and even , when i t  s u i t s  
/ h i ^ .  ..m ak ing  use of the  d e ta i l s  l e f t  him by h is  p re d e c e s s o rs ,"  
c i t i n g  t h i s  as a s p e c ia l  f a i l i n g  o f the  Orlando F u r io s o . But A rio s to
’ITacon" i s  H aring ton ’ s t r a n s la t io n  of Mohammed. Cf. G.’Valdman’ s 
t r a n s l a t i o n ,  o p ,c i t . C.4 0 , s t . 13, p*477*
See: R. C arp en te r, Folk T a le , F ic t io n  & Saga in  Homeric E p ics  
(B erk e ley : U n iv e rs ity  P re s s , 1958}•
ggg. A .Letky, A H is to ry  of Greek L i te r a tu r e  (London: M ethuen,
1963 2nd e d n . ) ,  p ,86T.
135 Jacob B u rck h ard t, The C iv i l iz a t io n  of The R enaissance In  
(London: Phaidon, 1930, rpt» L .G oldscheider t r a n s .o i  1944), P*19^.
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i s  f o l l o w i n g  h e re  a t r a d i t i o n a l  romance t e c h n iq u e ,  in d e e d ,  one o f  th e  
g r e a t  s t r e n g t h s  o f  th e  g en re .
The double  u se  o f  r e c r e a t i o n  p e r t a i n s  to  a l l  th e  romances 
c o n s id e r e d  in  t h i s  s tu d y : th e y  a l l  come a t  th e  end o f  a  t r a d i t i o n ,  a re  
d e a l i n g  w i th  know ledgeable  a u d ie n c e s ,  and d e r iv e  t h e i r  e n t e r t a in m e n t  
v a l u e ,  a s  Gower says  a t  th e  b e g in n in g  o f  P e r i c l e s ,  a s  " r e s t o r a t i v e s "  — 
a s  a reaw aken ing  o f  o ld  and c h e r i s h e d  v a l u e s ,  a s  an e f f i c a c i o u s  
r e f r e s h m e n t  in te n d e d  to  produce in  th e  aud ience  a nev/ aw areness  o f  o ld  
v a l u e s .  O rlando F u r io s o  accom plishes  t h i s  t a s k  i n  te rm s  o f  I t a l i a n  
m e d ie v a l  and r e n a i s s a n c e  i d e a l s ,  a s  Homer d id  in  te rm s  o f  c h e r i s h e d  
I o n i a n  i d e a l s ,  a s  H e l io d o ru s  in  te rm s o f  H e l l e n i s t i c  i d e a l s ,  and 
M alo ry  in  te rm s o f  E n g l i s h  m ed ieval i d e a l s . I n  each  c a s e ,  how ever, 
th e  same e f f e c t  i s  p roduced , "To s in g  a  song t h a t  o ld  was sung /
. . . T o  g la d  y o u r  e a r . . . p l e a s e  yo u r  e y e s . . . / t o  b e /  r e a d . . . f o r
1 0*7
r e s t o r a t i v e s "  ( P e r i c l e s , p r .  1 , 4 , 8 ) .
The O r la n d o ' F u r io s o  p r e s e n t s  i t s  f a m i l i a r  t a l e s  i n  an u n u s u a l ly  
e x p a n s iv e  tim e scheme, a s  A r i o s t o ' s  romance u n f o ld s  a t a l e  o f  th e  p a s t ,  
p r e s e n t ,  and f u t u r e .  The im a g in a t iv e ,  tem pora l  l e a p s  which A r io s to  
r i s k s  a r e  u n p re c e d e n te d  in  th e  romances we have examined so f a r  (an d
S p e c i f i c a l l y  th e  i d e a l s  o f  " t h a t  o ld e r  o r d e r  o f  c h i v a l r y  which 
f i n a l l y  went down on Bosworth F i e l d  i n  148$ ,"  a s  M .C.Bradbrook p o i n t s  
o u t .  S e e îBradbro o k .  S i r  Thomas M alory (London:Longmans,Green & C o .,
1958 ) ,  p .8 .
^87 Along th e s e  l i n e s ,  i f  one were tem pted  to  r e a d  th e  O rlando 
F u r io s o  a s  a  secondary  o r  d e r iv e d  e p ic  (an  i n t e r p r e t a t i o n  su g g e s te d  by 
B u r c k h a r d t ’ s r e a d in g ,  among o th e r s )  -  s in c e  th e  O rlando F u r io s o  i s  b o th  
a  c o n t in u a t i o n  o f  B o ia rd o ’ s 0 r la n d o  Innam ora t0 and c la im s  s t r o n g  l i n k s  
v / i th  T u rp in ’ s L i f e  o f  Charlemagne -  t h i s  r e a d in g  would be e r ro n e o u s  
b e c a u se  o f  th e "w o rk ’ s romance c h a r a c t e r .  The id e a  o f  secondary  o r  
d e r iv e d  e p i c  s u g g e s ts  a poem weakened by  i t s  d i s t a n c e  from th e  w e l l -  
s p r i n g s  o f  p r im i t i v e  c u l t u r e  — to  whicn th e  O rlanao  F u r io s o  b e a r s  r i t t l e  
o r  no r e l a t i o n s h i p .  The O rlando F u r io s o  i s  p re e m in e n t ly  a  s o p h i s t i c ­
a t e d  work which r e t e l l s  o ld  t a l e s  f o r  an aud ience  w ith  a eev e lo p ed  
t a s t e  and  an u rbane  w i t ,  th o se  who savour what i s  a l r e a d y  known end 
d e r iv e  p l e a s u r e  from p e n e t r a t i n g  more deep ly  i n t o  b o th  th e  f a m i l i a r ,  
foundL'^r t a l e s  o f  t h e i r  ov*n c u l tu r e  and an aw areness  o f  con tem porary  
c u l t u r a l  a f f a i r s .  See: Jacob  B u rc k h a rd t ,  The C i v i l i z a t ion  o f  T ^  
R e n a is sa n c e  In  I t a l y , op . c i t . , p . 198.
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in d eed  have been one reason  why modem c r i t i c s  have a l l i e d  A rio s to  to  the  
20 th  cen tu ry  genre of scien ce  f io t io n ^ ^ ^ ) .  A rio s to  h as two ways of 
moving o u t o f th e  p re sen t tim e of th e  work’ s p ro ta g o n is ts  and in to  the  
p re s e n t tim e o f h is  n a r r a t io n :  by means o f h i s  own n a r r a t iv e  a s id e s ,  
h i s  draw n-out comments on s to ry  o r c h a ra c te r  developm ent ( a s  in  th e  
in tro d u c to ry  s tan z a s  of each c a n to ) ; o r  by means o f fu tu re  
p ro p h e c ie s  o ccu rin g  w ith in  th e  a c tu a l  s to ry  o f the  Orlando F u rio so  
i t s e l f #  The Mantuan so rc e re s s  M elissa  i s  e s p e c ia l ly  prom inent in  t h i s  
p ro c e ss  ( a s  when she shows Bradamant h e r g lo r io u s  l in e  o f d e sc e n d an ts , 
C#3, s t . 2 6 f . ) ,  as  a re  th e  p ro p h e tic  m urals o f M erlin  in  T r i s t a n ’ s 
c a s t l e  (C#33j st#3f*) and C assandra’ s p ro p h e tic  em broidery in  th e  
wedding p a v i l l io n  which M elissa  flew  from Byzantium to  P a r is  f o r  th e  ; 
wedding o f Bradamant and Ruggiero (C .4 6 , s t .63  f . ) .
A r e v e rse  e f f e c t  i s  ach ieved , moving out o f  th e  p resen t tim e o f  
th e work’ s p r o ta g o n is ts  and back in to  a p ast tim e, whenever a t a le  
w ith in  a t a le  i s  r e la te d  in  the Orlando F u rioso  (a s  w ith  I s a b e l ,
C .13; s t . 3  f . ) .  There were foreshadow ings o f t h i s  te ch n iq u e , t h i s  
l i t e r a r y  a ttem p t to  cap tu re  a l l  a sp e c ts  o f tim e , in  th e  O dyssey, th e  
A e th io p ic a , and Le Morte D’A rth u r. But n e i th e r  Homer, H e lio d o ru s , 
n o r  M alory r is k e d  extended tem poral le a p s  from th e  tim e o f t h e i r  
s to r y ’ s t e l l i n g  forw ard  in to  t h e i r  own tim e , and th en  back ag a in  in to  
th e  tim e o f t h e i r  s to r y ’ s t e l l i n g  as an in te g r a l  p a r t  o f t h e i r  
n a r r a t iv e  rhythm , The c lo s e s t  th ey  g e t to  t h i s  i s  th e  u se  o f a few 
ex ten d ed  c o n ju n c tio n  c la u s e s , the  in c lu s io n  o f a n a c h ro n is tic  m a te r ia l ,  
o r  th e  u se  o f t a l e - t e l l i n g  w ith in  t h e i r  ovm romances#
The expansiveness co n tin u es  in  the  Orlando F u rio so  on th e  geo­
g ra p h ic  le v e l  a s  th e  book’ s adven tu res  range th roughout ev ery  a re a  o f
^88 See in s ta n c e , the  re fe re n c e s  to  th e  Orlando F u rio so  a s  a
work o f sc ien ce  f i c t i o n  in  L.S.DeCamp, Science F ic t io n  Hrnd'ogok_ (New 
York: H erm itage House, 1953), PP .31-35; ^^oger L. Green, j n t o  0_th e r  
W orlds (London: Abelard-Schuman, 1957), pp*l87-l8o#
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th e  known w orld -  and beyond, w ith  A s to fo lo ’ s ad v en tu res  in  h e l l ,  
heaven , and on th e  moon (C .34 , s t . 4  f . ,  4 9 f , ,  6 8 f . ) .  We have met a 
s im i la r  expansiveness b e fo re  in  romance, w ith  Odysseus* w anderings 
from  Troy to  C irc e ’ s A ia ia , in to  H ades'and back to  I th a c a ;  and 
C h a r ic le a ’ s w anderings from D elphi ( th e  "navel o f th e  w orld"^^9) to  
one o f th e  fu r th e rm o st c o m ers  o f th e  known w orld , E th io p ia#  A r io s to ’ s 
romance expansiveness i s  s p e c ia l ,  however, in  th a t  th e  involvem ent o f 
h i s  f a r - r a n g in g  c h a ra c te rs  i s  u n if ie d  by the  w orld-w ide va lu e  system  
o f c h iv a l ry .  There i s  a n a r r a t iv e  c o n s is te n cy  in  th e  Orlando F u r io s o , 
w hether th e  a c tio n  i s  ta k in g  p lace  in  Damascus o r P a r i s ,  because o f th e  
common c h iv a l r ic  v a lu es  h e ld  by a l l  t ru e  k n ig h ts  -  w hether th ey  be 
from  C athay, Damascus, The I n d ie s ,  E th io p ia , N orth  A f r ic a , E urope, 
Norway o r  Ice land#^^^
A rio s to  c laim s th a t  th e  wide range of w andering in  h i s  s to ry  i s  
a  n a tu r a l  consequence o f h is  prim ary  su b je c t m a tte r ; love# Love i s  a 
form  o f w andering, a cause o f vagrancy  and loss#  Because o f  lo v e , says 
A r io s to ;
a l l  a re  mad in  s o r t ,  a l l  go a s t r a y ,
As in  a w ild e rn ess  where men do seek ,
And more and more in  seek ing  lo se  t h e i r  way# ( C# 39, s t# 2 ) 
A rio s to  u n d e r l in e s  here  one o f th e  g u id ing  p r in c ip le s  f o r  th e  romance 
genre  which has  been tru e  about i t  ev e r s in ce  th e  O dyssey ; n a r r a t iv e  
d is o rd e r  i s  c h a r a c te r i s t i c  of a p lo t  which i s  t r a c in g  th e  p a th  o f love 
betw een th e  sexes# And romance, a s  a  genre dom inated by lo v e , i s  th u s  
a genre  o f roam ing, of lo v e ’ s la b y rin th #  Indeed , i t  would be more 
a p p ro p r ia te  i f  the  genre o f romance was no t named "rom ance," 
o r ig in a t in g  in  the  m edieval L a tin  word romanice and meaning In  th e
^89 Qp »omphalos" as  i t  was commonly ca lled #
^40 Qf v/hich c o u n tr ie s  a re  re p re se n te d  by k n ig h ts  in  the  
O rlando Furioso#
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Roman manner" o r " in  the  Romanic to n g u e ,"  h u t "roam ance," th u s  l in k e d  
to  th e  concep t o f roaming which i s  a n a tu r a l  p ro p e rty  o f  th e  gen re .
In  A r io s to ’ s Orlando F u rio so  and M alory’ s Le Morte D’A rth u r one 
i s  p re se n te d  w ith  t a l e s  o f p a r te d  and re u n ite d  lo v e rs  mixed in  w ith  
any number and k in d  o f o th e r  in c id e n ts .  In  b o th  romances a love  o f 
ad v en tu re  i s  e q u a lly  im p o rtan t, and a t  tim es more im p o rta n t, than  
em otiona l involvem ent between th e  sex es . Each work do es, however, s e t  
two lo v e rs  a p a r t  a s  the  " id e a l  couple" (R uggiero and Bradamant in  
O rlando F u r io so , L auncelo t and Guenever in  Le Morte D’A rth u r) , who 
w i l l  e v e n tu a lly  m arry and e s ta b l i s h  fa m il ie s  o r  e ls e  p rov ide  s t o r i e s  
which a llow  o f f ig u r a t iv e  in te r p r e ta t io n  a s  " fam ily  s to r i e s " .  The 
m arriag e  f e a s t  f o r  Bradamant and Ruggiero which concludes th e  Orlando 
F u r io so  i s  a  r e tu r n  "home". The m arriage s ig n i f i e s  the  r e c o n c i l i a t io n  
o f  a  p ro d ig a l i n f i d e l ,  R uggiero , w ith  th e  t ru e  r e l ig io n ,  th e  
e s ta b lish m e n t o f s o c ia l  ju s t i c e  and peace f o r  B u lg a r ia , w ith  R uggiero 
a s  i t s  new k in g , th e  union o f th e  houses o f C lairm ont and Mongrama, 
and th e  commencement f o r  Bradamant o f . th e  l in e  of " th o se  th a t  should  
be h e r  p o s te r i ty ,  /  That should in  fo rc e  and deeds o f armes be g re a t"  
(C .1 3 , s t . 48 ) .  The p lo t  o f th e  Orlando F u rio so  th u s  t r a c e s  ou t a 
w andering  jo u rn ey  tow ards "home", which ends by c re a t in g  a s t a t e  o f 
f e l i c i t o u s  harmony bo th  in  th e  tem poral and s p i r i t u a l  rea lm , a s t a t e  
w hich A rio s to  h im se lf  (w hether t r u l y  o r fe ig n in g  i s  h a rd  to  t e l l )  
p a le d  a t  th e  p ro sp ec t of ev er a ch ie v in g , o f " f e a r / in g /  in  t h i s  wide 
Ocean /o f  th e  O rlando F u r io s o /  to  be lo s t "  (C .4 6 , s t . l ) .
A r io s to ’ s expansiveness has always been a s tum bling  b lo ck  f o r  
r e a d e rs  and c r i t i c s .  H is c h a ra c te rs  wander so f a r  and wide th a t  i t
^41 Oddly enough, "roamance" would be a p e r f e c t ,  one-word 
e n c a p s u la tio n  o f th e  genre . The word "roam" o r ig in a te s  in  th e  L iu d lo  
E n g lish  romen, a "w andering," a "ram ble ."  U ltim a te ly , roam i s  a 
" se a  change" word o r ig in a t in g  in  th e  S a n sk rit words a m a  "wave," 
r s y a ,  " s trea m ."  See: W ebster’ s T hird  I n te r n a t io n a l , U nabridged, V o l .I I
op . c i t . , p .1963.
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seem s, as Borges n o ted , we a re  re a d in g  about a  tim e when " th e  v/hole o f  
Europe got l o s t . "  ^ Back in  th e  17 th  cen tu ry  Thomas Rymer spoke of 
A rio s to  as  a  w r i te r  who " b lin d ly  ra m b l/e s /  on / a b o u ^  m arve llous 
A d v en tu re s ,"  and in  v/hose work, " a l l  i s  f a n c i f u l  and c h im e ric a l w ith ­
ou t any fo u n d a tio n  in  t r u t h ;  h is  Poem / th e  Orlando F u r io s o /  i s  p e r fe c t  
R 8,iry-l,and. " Contemporary E n g lish  and American c r i t i c s  have 
spoken about the  Orlando F u rio so  l e s s  h a rs h ly , a lth o u g h  th ey  have 
com plained th a t  i t  c o n ta in s  p a r ts  which b e a r  no r e l a t io n  to  the  
v/hole. A rio s to  h im se lf i s  perhaps a t  f a u l t  h e re  s in ce  he p la y fu l ly  
le a d s  th e  re a d e r  a s t r a y  a t  one p o in t in  h is  romance by t e l l i n g  u s  
abou t a  can to  to  "Turn ov’ r  the  l e a f ,  and l e t  t h i s  t a l e  a lo n e"  (C .2 8 , 
s t . 2 ) .  This a lso  shows us an o th er a f f i im a tio n  o f th e  m u ltiv e rse  
n a tu re  o f the  romance form , which in s p ir e s  p e jo ra t iv e  d ism is sa l by 
c r i t i c s  because o f i t s  apparen t fo rm le ssn ess . A rio s to  responds to  
t h i s  aw areness o f apparen t d iso rd e r  in  th e  romance g en re , b u t c e r ta in ly  
does n o t g ive in  to  d is o rd e r l in e s s  in  the  c re a t io n  o f h is  work.
The Orlando F u rio so  i s  a  t i g h t l y  o rd ered  whole and A rio s to  u se s  a 
number o f s p e c ia l  tech n iq u es  to  b in d  i t s  expansiveness -  one o f which 
i s  h i s  n a r r a t iv e  tempo and the  r e s t l e s s ,  c h i ld l ik e  v ig o u r o f h is  main 
c h a r a c te r s  w ith  h is  s to ry  whipping fu r io u s ly  a long a t  to p -sp eed  
tow ards th e  v/edding in  the  l a s t  c an to . F a s te r  th an  Homer, H eliodo rus 
o r  M alory, A r io s to 's  n a r ra t iv e  i s  always "on th e  go" w ith  a  f r e s h
from h is  poem "A riosto  and th e  A rabs", in  J .L .  B orges, A 
P e rso n a l A nthology, pp . c i t .
^43 Thomas Rymer, /S penser and A r io s to /  in  Edmund S p e n se r 's  P o e try -  
A u th o r i ta t iv e  T exts & C r it ic is m , ed . H. Maclean (Hew York: N orton ,
19^51733037
^44 e x c e lle n t  summary of modem sc h o la rsh ip  on t h i s  s u b je c t .
See: I.L .M um ford, "R e la tio n sh ip s  between I t a l i a n  R enaissance 
L i te r a tu r e  and E liza b e th an  L i te r a tu r e ,  •1557—1603, A B ib lio g ra p h y , 
I t a l i a n  S tu d ie s , 1X^1954, pp«69-76.
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j o u s t ,  sea  b a t t l e ,  c o n fro n ta tio n  between th e  arm ies o f God and Mahomet, 
o r  one o f h is  own w it ty  and sp e c u la tiv e  a s id e s  which h e lp  to  whet th e  
reader*  s a p p e t i te  f o r  fo rthcom ing  ad v en tu res  and expand th e  meaning of 
e v e n ts  w ith  i r o n ic  o r  l y r i c a l  h ig h l ig h ts .
The im p o rtan t c h a ra c te rs  in  th e  Orlando F u r io s o , do n o t have much 
p sy ch o lo g ica l d ep th , b u t t h i s  can be a t t r ib u te d  to  th e  work* s tempo.
Most o f t h e i r  a c tio n s  have a r a th e r  dreamy, th o u g h tle s s  sp o n ta n e ity  
about them, a s  when A ngelica f a l l s  in  love w ith  Medor (O .I9 , s t . l4 f . )  
o r  O rlando goes mad (C .23 , s t .91 f «) .  C h arac te rs  g e n e ra lly  do n o t 
th in k  t h r o u ^  t h e i r  a c tio n s  o r  spend much tim e p re m e d ita tin g . Like 
th e  a c t io n s  o f C h aric lea  in  th e  A e th io p ic a , one a c t io n  im m ediately  
cau ses  a n o th e r a c t io n ,  w ith  th o u g h tfu l , i n t e l l e c t u a l  sp e c u la tio n  b e in g  
l i t t l e  more th an  a ca ta logue  o f woes and jo y s . They a r e ,  f i r s t  o f a l l ,  
h o t-tem p e red , im petuous c h a ra c te rs  who l iv e  a  l i f e  o f a c tio n  r a th e r  
th an  th ough t -  a lthough  t h i s  does n o t p rec lude  th e  p o s s i b i l i t y  o f 
A rio s to  g iv in g  t h e i r  a c tio n s  g re a te r  p sy ch o lo g ica l resonance (a s  
Shakespeare  d id  w ith  th a t  fo im id ab le  man of a c t io n ,  O th e llo ) .  In s te a d ,  
A rio s to  chose to  s tre a m -lin e  th e  n a r r a t iv e  by s t ic k in g  a s  c lo se  as 
p o s s ib le  to  what i s  done and what happens, to  re s e rv e  deeper 
s p e c u la tio n  f o r  h is  th o u g h tfu l in tro d u c tio n s  to  each  can to . I t  i s  a 
s e n s ib le  form  o f c o n s tru c tio n , s in ce  th e  ju g g lin g  of ad v en tu res  r e q u ir e s  
A rio s to  to  g ive more a t te n t io n  to  th e  ways and means o f t h e i r  
a d v en tu re s  r a th e r  than  the  whys and w h erefo res. A lso , th e  l e s s  s a id  
abou t what happens -  the  more tim e f o r  d ish in g  out a d v en tu re s .
A rio s to  a ls o  s t r iv e s  to  keep the  w ide-range o f h is  a c t io n  in  check 
in  th e  Orlando F u rio so  by e s ta b l is h in g  co n sta n t p o in ts  of r e fe re n c e , 
c e r t a in  f ix e d  geo g rap h ica l p o in ts  from which a l l  a c t io n  e i t h e r  
em anates o r  tow ards which i t  i s  d ir e c te d .  The p o in t o f re fe re n c e  f o r  
a l l  th e  f a r - f lu n g  adven tu rin g  in  th e  Orlando F u rio so  i s  P a r is .  Not 
o n ly  do a la rg e  number of th e  can to s  a c tu a l ly  take  p lace  in  P a r i s ,  
bufmcUiy o f th e  d is ta n t  a d v en tu re s  a re  r e la te d  to  t h i s  s i tu a t io n ,  as
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when R inaldo  goes to  S c o tla n d .* , to  summon a id  f o r  Charlem agne.
F ix ed  g eo g rap h ica l p o in ts  a re  a n e ce ssa ry  in g re d ie n t  of a l l  romance 
i n f l u e n t i a l  in  th e  age of S hakespeare, h u t the  n e c e s s i ty  becomes 
e s p e c ia l ly  c le a r  in  the  confusing  asso rtm en t of t a l e s  which 
com prises th e  Orlando F u r io so .
In  th e  Odyssey Homer d iv id ed  h is  f ix e d  p o in ts  between Troy and 
I th a c a .  The war fu ry  th a t  b r o u ^ t  down Troy co n tin u es  in  O dysseus' 
advance tow ards home, w hile I th a c a  p ro v id es  Odysseus w ith  a c o n tin u a l 
p o in t o f re fe re n c e  f o r  h is  m eanderings. The A e th io p ica  fo llo w ed  a 
s im i la r  d iv is io n  o f f ix e d  p o in ts  w ith  th e  ro le  a l l o t t e d  to  D e lp h i, 
from  where C h a ric lea  escaped w ith  Theagnes and to  which C a la s i r i s  
r e l a t e s  in  h i s  long  r e t e l l i n g  o f th e  lo v e r s ' m eeting and e lopem ent, 
a s  w e ll as  to  E th io p ia , tow ards which C h aric lea  and Theagnes a re  
s lo w ly  and dangerously  f in d in g  t h e i r  -way. With M alo ry 's  Le M orte 
D 'A rth u r th e  f ix e d  p o in t i s  co n ce n tra te d  in  one p la c e : K ing A r th u r 's  
Cam elot. A ll im p o rtan t a c tio n  b o th  em anates from and i s  d i r e c te d  
tow ards th e  a s s o c ia t io n  o f A r th u r 's  Round Table a t  Cam elot. Even when 
one h as a  lo n g  d ig re s s io n  in  an o th er rea lm , a s  in  the  s to ry  o f  S i r  
T ris tam  in  Cornwall in  the  e ig h th  book, what happens in  t h i s  
d ig re s s io n  i s  d ire c te d  back tow ards the  c o u rt o f K ing A rth u r .
In  S h a k e sp e a re 's  l a s t  p lay s  he e s ta b l is h e s  f ix e d  p o in ts  in  a 
number o f ways. P e r ic le s  suggests  a n a r r a t iv e  design  a lo n g  th e  l in e s
As Graham Hough n o te s , see G.Hough, A P reface  to  the  F a e r ie  
Queene, op. c i t . , p . 26. In  can to s  2 ,1 4 -1 ? ,2 6 ,3 1 ,3 ^ ,3 8 -3 9 ,4 4 ,4 6  
a c t io n  ta k e s  p lace  in  P a r is ,  w hile R in a ld o 's  a c tio n s  in  S co tlan d  ( 2 ,4 ,  
5 ,10 ) c o n s ta n tly  r e f e r  back to  P a r is .
Thus a f t e r  the  rough b a t t l e  between S i r  Palomedes and S i r  
T r is tra m , La B eale Isoud  sends S i r  Palom ides back "unto th e  c o u r t o f 
K ing A r th u r ,"  where she t e l l s  him to  " th e re  recommend me u n to  Queen 
G uenever, and t e l l  h e r  th a t  I  send h e r  w o rd .. . th e re  be w dthin t h i s  
la n d  b u t fo u r  l o v e r s . . . S i r  L auncelo t du Lake and Queen Guenever, and 
S i r  T ris tram  de L iones and Qpeen Isoud" (B k .V III , c h .31, V o l . I , p .359)•
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of a  c l a s s i c a l  model w ith  our hero  o r ig in a l ly  em anating from one p la c e , 
ïy^Q , w hile  most o f h is  l i f e  i s  spen t in  e x i le  w andering outw ards 
tow ards o th e r  g o a ls , r e s p e c t iv e ly ,  P e n ta p o lis ,  M y tilen e , and Ephesus. 
T harsus must he o m itted  here  because i t  i s  n o t a p la c e , u n lik e  the  
o th e r  th r e e ,  which serv es  to  g ive P e ric le s*  l i f e  d i r e c t io n ,  which i s  
th e  purpose o f a  f ix e d  p o in t. U ltim a te ly  Tharsus i s  a p lace  o f extrem e 
d i s o r i e n ta t io n  f o r  P e r ic le s .  With Cymbeline Shakespeare u se s  the  
romance model o f f ix e d  p o in ts  a s  u sed  by M alory and A rio s to , v /ith  a l l  
a c t io n  b o th  em anating from and b e in g  d ire c te d  back tow ards one p la c e , 
K ing Cymbeline*s c o u r t .  . The Winter* s Tale fo llo w s  th e  same p ro ced u re , 
w ith  a l l  a c t io n  b o th  em anating from and b e in g  d ir e c te d  back tow ards 
S i c i l i a  and th e  c o u rt o f L eon tes. However, The Tempe s t  r e tu r n s  to  the  
c l a s s i c a l  m odel, w ith  the  p la y 's  a c tio n  c h ie f ly  sp en t in  e x i le  from 
where th e  p ro ta g o n is ts  b o th  emanate from and a re  d i r e c te d  tow ards. 
S hakespeare goes beyond the  c l a s s i c a l  m odel, however, because the  
prom ised  " I th a c a "  o r "E th io p ia"  o f The Tempest, M ilan , i s  n ev e r 
reach ed  -  on ly  prom ised. The meaning o f M ilan as  a  f ix e d  p o in t in  
The Tempest i s  th u s  s tra n g e ly  f l u i d ,  s e t  on ly  in  th e  d i s t a n t ,  a l t h o u ^  
a p p ro ach ab le , f u tu r e .  I t  i s  a f ix e d  p o in t reraaikab ly  in  harmony w ith  
th e  u n fix e d  q u a l i t i e s  o f the  romance gen re .
A r io s to 's  u se  of a v/andering p lo t  i s  in ten d ed  to  g ive p le a su re  
b o th  to  th e  re a d e r  and the story* s p ro ta g o n is ts .  At tim es a  lo v e  o f 
ad v en tu re  and seek ing  ou t an o th er e x o tic  experience  i s  o f more 
i n t e r e s t  to  a  hero  than  the  a t t r a c t i o n  o f h i s  b e lo v ed , as w ith  th e  
p le a s u re  Ruggiero ta k e s  in  d isco v e rin g  th e  w orld from th e  back o f  a  
h ippogryph  even "tho w ith  speed to  tu rn s  he though t i t  m eets, J  
Because h is  Bradamant d id  so d e s ire "  (C .IO , s t .6 0 ) .  Shakespeare cou ld  
have been w r i t in g  a d e sc r ip tio n  o f A r io s to 's  n a r r a t iv e  developm ent in  
th e  O rlando F u rio so  when he had J u p i t e r  say to  Posthumus L eonatus in  
Cymb e lin e  : "V<hom b e s t  I  love I  c ro s s ;  to  make my g i f t  J  The more
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d e lay ed , d e lig h te d "  (C^m., V . iv ,101-102). F or t h i s  i s  what A rio s to  
does w ith  h i s  p ro ta g o n is ts  in  the  Orlando F u r io so : O rlando undergoes 
madness and th e  lo s s  o f h is  most f a i t h f u l  companion B ran d im art,
R uggiero wanders th roughout th e  w orld s u f fe r in g  enslavem ent, im p riso n ­
m ent, grave wounds, and n ear drowning, Bradamant s u f f e r s  enchantm ent 
in  A tla s ' p a la c e , an x ie ty  and je a lo u sy  over M a rf isa , and i s  a lm ost 
fo rc e d  to  m arry P rin ce  Leo -  h u t th e y  a l l  e v e n tu a lly  ach iev e  g re a t  
jo y . The u se  o f d e lay in g  tech n iq u es  i s  a t  tim es p a in f u l ly  obvious in  
th e  O rlando F u r io s o , the  most o u ts ta n d in g  example b e in g  a t  th e  end o f 
th e  l a s t  can to  when Rodomont, King o f A lg ie rs ,  c h a lle n g e s  Ruggiero to  
a  f i g h t  to  th e  death d i r e c t ly  b e fo re  h is  m arriage  (C .4 6 , s t .85  f*) * 
A rio s to  keeps g iv in g 'd i f f e r e n t  d e s c r ip t io n s  f o r  h is  n a r r a t iv e  
method in  th e  Orlando F u r io so . He a l t e r n a t e ly  compares h is  work to  
weaving a t a p e s t r y ,  o r  a  "web. . . d i v e r s e . . ./w oven / w ith  many th re a d s"  
(C .2 , s t .6 0 )  and v a l ia n t  k n ig h ts  b e in g  "mixt l ik e  r i c h  gemmes in  f a i r e  
em broderd gold" (0 .3 9 , s t . l ? ) 5 to  th e  a r t  o f making in s tru m e n ta l 
m usic , o f c r e a t in g  a s e r ie s  o f f r e s h , - p le a s in g  harm onies f o r  th e  
r e a d e r 's  enjoym ent (C .8 , s t .2 4 ) ;  to  a c ts  o f so rc e ry , th rough  the  
f ig u r e  o f M elissa  n a r r a t in g  th e  prophecy o f B radam ant's  descen d an ts  
and w ith  th e  m etaphor of A tla s ' enchanted p a lace  s e rv in g  to  i l l u s t r a t e  
th e  whole s to ry  (C .3 , s t .2 6  f . ; 0 .1 2 , s t . 9 ) ;  to  cooking , when A rio s to  
com pares h is  a r t  to  "As /w hen/ the  t a s t  w ith  d iv e rse  m eats i s  p le a s 'd "  
( 0 . 1 3 , s t .6 5 ) ;  to  s in g in g , s p e c i f ic a l ly  in  the  w o rk 's  proem ( O .l ,  s t . l ) ;  
to  dream ing,^^'^ as  when A rio sto  n a r r a te s  th e  s to ry  o f th e  g ia n t O rr i lo  
(C .1 5 , s t s . 62-66); to  th e  a r t  o f p a in t in g ,  a s  when he compares h i s  
Y/orks w ith  th e  m urals in  the  c a s t le  o f T r is ta n  (0 .3 3 , s t . l ) ,  and 
f i n a l l y  to  s e a - t r a v e l ,  w ith  h is  comparison in  th e  l a s t  can to  between 
h i s  n a r r a t iv e  and a long  sea  voyage (C .4 6 , s t . l ) .
14? A lthough t h i s  i s  a p o in t which i s  brought ou t more c l e a r ly  in  the  
G.Waldman t r a n s l a t i o n ,  op. c i t , 0 .1 5 , s t . ? 8 ,  p .162.
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Weaving, making in s tru m e n ta l m usic, so rc e ry , cooking , s in g in g ,
dream ing, p a in tin g , sea—tr a v e l ;  alm ost a d e sp e ra te ly  wide v a r i e ty  o f
a n a lo g ie s  f o r  h is  n a r r a t iv e  method. A rio s to  has a  lia rd  tim e p in n in g
down th e  n a tu re  o f romance. And a lth o u g h  he s e t t l e s  on no one
m etaphor as  th e  t ru e  analogy f o r  h i s  n a r r a t iv e ,  th e  m etaphor which
re o c c u rs  more o f te n  and more e f f e c t iv e ly  than  any o th e r  i s  th e  id e a
o f  in te rw e av in g  n a r r a t iv e  th re a d s  in  th e  t e l l i n g  o f th e  O rlando
F u r io s o , o f th e  romance a c t  o f u p h a in o , o f e n tre lac e m e n t. As he
c a r e f u l ly  e x p la in s  to  h is  re a d e rs  a f t e r  l i t t l e  more th an  a q u a r te r
o f th e  Orlando F u rio so  has passed :
The f r i e n d ly  re a d e r  s h a l l  he le s s e  annoy’d ,
I f  w ith  one m a tte r  long  he he n o t c lo y ’ d.
; . .
V/ith sundry th re d s  a man had need to  weave.
To make so  la rg e  a  weh a s  I  in te n d . (C .1 3 ,s t s .  65- 66)
Throughout th e  Orlando F u rio so  th e re  a re  app rox im ate ly  one hun­
d re d  and t h i r t y  p o in ts  of n a r ra t iv e  d iv e rs io n  o r in te r la c e m e n t,  on an 
average  o f th re e  a  c an to . The in te r l a c in g  p o in ts  a re  p o s it io n e d  a t  
i r r e g u l a r  in te r v a l s  in  the  Orlando F u r io so , th e re b y  s u rp r is in g  th e  
r e a d e r  whenever th ey  appear. A r io s to ’ s u su a l method i s  to  b u i ld  up a 
t a l e  u n t i l  i t  i s  a t  a  p i tc h  o f d ram atic  i n t e n s i t y ,  then  sw itch  
( u s u a l ly  v /ith  a  p o l i t e  apology) to  an o th e r s to ry ,  u s in g  th e  same 
d ev ice  h e re  o f " c l i f f -h a n g e r"  endings which was n o ted  e a r l i e r  f o r  
c h a p te r  end ings in  th e  H e l le n is t ic  rom ances. Sometimes when he tu rn s  
back  to  an e a r l i e r  s to ry  which he l e f t  "hang ing ,"  he w i l l  b eg in  by 
e la b o r a t in g  on what was a s u b s id ia ry  p a r t  o f the e a r l i e r  s to r y ,  a s  
w ith  th e  r e tu r n  to  Orlando, in  canto  e leven  and the  immediate 
expansion  o f th e  s to ry  o f th e  " h e l l i s h  t h i n g . . . / t h i s /  f i l t h y ,  fo u l  
i n v e n t i o n . . . a  hargubush" ( C . l l ,  s t s . 22-23)# Thus in  the  Orlando
^48 g y ^ "hargubush" H arington means a f ire a rm . CF. G.V/aldman's 
t r a n s l a t i o n  o f t h i s  s e c t io n , jop. c i t . , C . l l ,  s t s .  22-23, p .109#
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F u r io so  w0 lo a m  to  expoct th e  unexpec ted , y e t th e  unexpected  happen­
in g  i s  n ev er d u lle d  hy i t s  p lace  in  a fo rs e e a h le  p a t te r n .
Two more d ev ice s  which A rio s to  u se s  to  keep re a d e r  i n t e r e s t  a t  a 
h ig h  le v e l  a re  th e  random in tro d u c tio n  o f a  v a s t  number o f c h a r a c te r s ,  
a d ev ice  v/hich we have seen b e fo re  in  romance, and ta k in g  a r e f r e s h in g  
pause a t  the  b eg in n in g  o f each c an to , a new d ev ice . A ty p ic a l  example 
o f th e  f i r s t  dev ice  would be in  th e  t h i r t y - s i x t h  can to  when M arfisa  
shows up to  f i g h t  Bradamant, v /ithou t an e x p lan a tio n  as  to  where 
M a rfisa  came from (C .36, s t . l5 ) «  A r io s to ’ s c h a ra c te rs  can be on the  
sp o t when t h e i r  t a l e  b eg in s  anew, app earin g  w ith o u t ap p aren t cause -  
though im m ediately  sp ic in g  up th e  a c tio n  w ith  t h e i r  f r e s h  appearance .
In  I lls  r e f l e c t i v e  in tro d u c tio n s  f o r  each can to  A rio s to  o f te n  i n s e r t s  • 
h i s  own o p in io n s  on one of th e  poem’ s m ajor c h a ra c te rs  o r  them es, as  
i f  th e  c h a ra c te rs  o r themes had a l i f e  a p a r t from h i s  n a r r a t io n .
These in tro d u c t io n s  bo th  d is ta n c e  th e  p r o ta g o n is ts ’ a d v en tu re s , frame 
them w ith in  A r io s to ’ s cool o b se rv a tio n s , and h e lp  to  inv o lv e  the  
re a d e r  p e rs o n a lly  in  the  s to ry  whenever A rio s to  ta k e s  a g en u in e ly  
em p ath e tic  p o in t o f view of h is  c h a r a c te r s ’ s u f f e r in g s .
Many tim es th roughout th e  Orlando F u rio so  A rio s to  makes comments 
on th e  a c t io n s  as i f  he were fo llo w in g  ev en ts  over which he had no 
c o n t r o l .  "Now should  I  speak o f Bradamant by r i ^ t ,  /  %om e r s t  I  
l e f t  in  such a d o le f u l l  p l i g h t , "  (C .13 , s t .  38) w r i te s  A r io s to , o r 
a g a in , " I  doubt I  do Rogero wrong, /  To leav e  him swimming in  th e  sea  
so lo n g "  (C .4 1 , s t . 46) .  This i s  an a r t i s t i c  ru se  to  make u s  overlook  
tho  " s to p  and s t a r t "  moment o f e n tre la c e m e n t, to  add to  th e  romance 
n a r r a t iv e  th e  appearance o f spontaneous v i t a l i t y ,  and to  c r e a te  a 
sen se  o f  u rgency , o f i n t e r e s t  in  an o th e r t a l e  which the  re a d e r  may have
co m p le te ly  fo r g o t te n  abou t.
I t  a lso  le a d s  to  th e  c re a t io n  o f a h e lp fu l  n a r r a to r  ro le  w ith in  
th e  Orlando F u r io so , one which A rio s to  h im se lf p lay s  on to  an extrem e
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d eg ree . The h e lp fu l  n a r r a to r  ro le  i s  a lso  given to  the  Mantuan 
s o rc e re s s  M elissa  v/ho h e lp s  v ir tu o u s ,  w andering k n ig h ts  on t h e i r  
way hy p ro v id in g  them w ith  in fo rm atio n  about fu tu re  developm ents, and 
th e  s o rc e re s s  L o g i s t i l l a  who h e lp s  w andering k n ig h ts  le a r n  th e  a r t  o f 
s e l f - r e f l e c t i o n .  Shakespeare’ s P rospero  in  The Tempest c o n ta in s  a l l  
th r e e  o f th e se  q u a l i t i e s :  he a c ts  out the  p a r t  of an a u th o r , h e lp s  
vranderers on t h e i r  way, and t r i e s  to  te ach  each w anderer th e  v a lu e  o f 
s e l f - r e f l e c t i o n .  Whether Shakespeare d id  t h i s  in  co n sc ious im ita t io n  
o f A rio s to  o r  n o t ,  i t  i s  h a rd  to  say .^^ ^  But the  n a r r a to r  f ig u r e  
p la y s  a dominant enough ro le  in  h i s  romances to  j u s t i f y  some f u r th e r ,  
com parative  a n a ly s is .
In  h i s  romances Shakespeare tran sfo rm s th e  n a r r a to r  f i g u r e , th a t  
i s ,  th e  f ig u r e  who d i r e c t s  th e  a c t io n  o r  makes h e lp fu l  commentary on 
th e  a c t io n  from w ith in  the  . p la y , in to  p ro g re s s iv e ly  more s o p h is t ic a te d  
c h a r a c te r s .  In  P e r i c l e s , Gower ta k e s  on t h i s  p a r t ,  w hile  J u p i t e r  and 
th e  S o o th say er Philharm onus p lay  i t  in  Cymbeline. The judgement from 
th e  o ra c le  o f  D elphi and the  f ig u r e  o f Time a s  Chorus perform s t h i s  
fu n c tio n  in  The W in ter’ s T a le , and the  ro le  i s  f i n a l l y  condensed back 
in to  one person  ag a in  in  Prospero  in  The Tempest. What we have w ith  
th e  romance n a r r a to r  f ig u re  i s  som ething o th e r  than  a d i r e c t in g  fram e 
o f h ig h e r  powers; we have the  c le a r  in s e r t io n  of e i t h e r  the  n a r r a to r  
h im se lf  o r  an a u th o r ia l  f ig u re  who i s  a c tu a l ly  sp in n in g  ou t the  romance
^49 i s  com plete ly  o f A rio s to ’ s in v e n tio n , w ith  no p re c u rso r  in  th e  
C a ro lin g ia n  chansons de gesjW -  th u s  u n d ersco rin g  A r io s to ’ s concern  
•Y/ith a  h e lp fu l  n a r r a to r  r o le .  See: G.Waldman t r a n s la t io n  o f Orlando 
F u r io s o , op. c i t . , p .610.
^50 p u iio u g h ’ s conclusion  on the  p o ss ib le  in flu en c e  o f  O rlando 
F u r io so  on th e  romances i s  to  n o te  th a t  Shakespeare ' probcibly p e iu sed  
i T  - h u t  l i t t l e  more. Among o th e r  th in g s , B ullough f a i l s  to  n o te  th e  
p o s s ib le  c re a t io n  of an Orlando f ig u re  in  Cymbeline in  th e  c h a ra c te r  
o f  Posthumus L eonatus. See: G. B ullough , N a rra tiv e  & D ram atic Sources 
o f S hakespeare , V o l.V III , op. c i t #, p . 347»
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"before our ey es . ^ The f i r s t  prom inent example o f t h i s  in  romance 
would be th e  Phaecian* s b l in d  poet Demodokos and th en  Odysseus h im se lf  
n a r r a t in g  h i s  own legends to  th e  Phaecians# N a tu ra l ly  enough, th e  
a u th o r ia l  romance f ig u re  (when he perform s w ell enough) su g g es ts  th a t  
th e  romance a u th o r has c re a te d  a  p o r t r a i t  o f h im self*  Thus th e  b l in d  
p o e t Demodokos has been read  as Homer and Prospero  has been re a d  as 
S hak esp eare , v/hile nobody m istak es  Phemios f o r  Homer o r  Gov/er f o r  
S hakespeare ,
The n a r r a to r ,  o r  a u th o r ia l  f ig u re  p ro v id es  a n o th e r  form  o f c o n tro l  
ov er th e  romance m u ltiv e rse  which th e  n a r r a to r  a d m in is tra te s .  S ince 
he can b r in g  in  v i r t u a l l y  an y th ing  in to  th e  n a r r a t iv e ,  he b r in g s  in  a  
b i t  o f h im self*  This se rv es  as  a n ecessa ry  c o r re c t iv e  to  m eandering 
te n d e n c ie s  and h e ig h ten s  th e  m y ste rious elem ent in  th e  s to r y ,  
h e i ^ t e n s  m ystery  w ithou t f o r f e i t i n g  n a r r a t iv e  c o n tro l .  H e lio d o ru s
and M alory a lso  make use of th e  n a r r a to r ,  o r  a u th o r ia l  f ig u r e  -  b u t
nowhere n e a r  as prom inently  o r  s u c c e s s fu lly  as  Homer, A rio s to  and 
152S hakespeare . I t  ad m itted ly  must be a v e ry  d i f f i c u l t  f ig u r e  to  u se . 
How does an au th o r c o n tro l a l i t e r a r y  s e lf -c o n sc io u sn e s s  which cou ld  
u n d e rc u t th e  s tre n g th  o f th e  v/hole n a r r a t iv e ?  How does he keep  in  
im a g in a tiv e  suspension  a fo rc e  which i t s e l f  i s  im ag in a tiv e  and y e t  i s  
supposed to  be d i r e c t in g  th e  im ag ina tion?  A rio s to  accom plishes t h i s
^  I  th e re fo re  r e f r a in  from in c lu d in g  th e  dumb shows in  P e r i c l e s , 
s in c e  th e  a u th o r ia l  f ig u re  i s  a c tu a l ly  t e l l i n g  the  s to ry  w ith  words 
a s  i f  he were read in g  out a n a r r a t iv e ,  o r  p rose f i c t i o n ,  rom ance. The 
dumb show v is u a l iz e s  im portan t e v e n ts , in  th e  case o f P e r ic le s  in  o rd e r  
to  sp e e d u p  the  long  and invo lved  romance drama, a s  a  d ram atic  
s h o r te n in g  d ev ice . The a u th o r ia l  f ig u re  b r in g s  in  an o u ts id e  
d im ension , a le v e l  of u n d ers tan d in g  o r c o n tro l f o r  the  e v en ts  o f th e  
romance which ex tends beyond an y th ing  th e  dumb shows in  P e r ic le s  e x p re s s .
In  th e  A e th iop ica  th i s  ro le  i s  taken  by C a la s i r i s  in  h is  
re c o u n tin g  of the  s to ry  of Theagenes and C h aric lea  to  Cnemon; in  
M orte D’A rth u r i t  i s  taken by the  q u ick ly  d isa p p e a rin g  (from  the 
n a r r a t i v e r t h a t  i s )  M erlin . M alory, o f co u rse , o f te n  s te p s  in to  the  
n a r r a t iv e  w ith  h is  own comments and emmendations which a re  
c h a r a c t e r i s t i c a l l y  brusque and h o n e s t.
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f e a t  by b a lan c in g  a sense o f iro n y  o f f  a g a in s t  a  sense o f ly r ic is m  in  
h i s  own Orlando F u r io so , This b a lan ce  promotes a  double p e rsp e c tiv e  
which keeps th e  romance m u ltiv e rse  in  o rd e r  w hile  a t  th e  same tim e i t  
h e lp s  to  keep i t  w onderfu lly  a l iv e .  A rio s to  was c o r r e c t  in  com paring 
th e  romance w r i t e r ’ s a r t  to  so rc e ry , and the  subsequent r e s u l t  in  th e  
O rlando F u rio so  i s  no le s s  than  s p e ll -b in d in g .
(79)
ZZ, M u ltiv e rse  Transform ed — T ra n s la t in g  Romance In to  Drama
The purpose of t h i s  c h ap te r i s  to  examine th e  p re c is e  d i f f i c u l t i e s
in v o lv e d  when romance n a r r a t iv e ,  o r  p rose f i c t i o n ,  i s  tran sfo rm ed  in to
romance drama — and th e reb y  l in k  the  i n f l u e n t i a l  and re p re s e n ta t iv e
works o f romance d e a l t  v/ith  in  th e  f i r s t  few c h a p te rs  w ith  the
a n a ly s is  of Shakespeare’ s romances v/hich w i l l  fo llo w  in  th e  l a t t e r
c h a p te rs  o f t h i s  s tu d y . Although th e re  i s  a long  h i s to r y  o f  c r i t i c a l
work on th e  s u b je c t of ad ap tin g  p rose  f i c t i o n  to  drama in  th e  age o f
S h akespeare , very  l i t t l e  of i t  d e a ls  w ith  the  s p e c ia l  problem s o f
a d a p tin g .th e  genre of romance to  th e  s ta g e . The u su a l to p ic s  o f
c o n c e n tra tio n  in  c r i t i c a l  .s tu d ie s  a re  n o t the  s t r u c tu r a l  tra n s fo rm a tio n s
which th e  genre o f romance underwent when adap ted  f o r  th e  E l i  zabe th a n -
Jacobean  th e a t r e ,  b u t a re  g en era l an a ly se s  of th e  romance m o tifs  and
them es w h ich 'a re  u t i l i z e d  in  p lay s  th a t  a re  s tro n g ly  in d e b te d  to  th e
s t r u c tu r a l  tech n iq u es  o f  c l a s s i c a l  drama o r ,  a l t e r n a t iv e ly ,  a re
a n a ly se s  of th e  way in  which th e  in g re d ie n ts  o f romance p a r a l l e l l e d
' 153n a t iv e  d ram atic  and c u l tu r a l  t r a d i t i o n s .
P lo t ,  c h a ra c te r ,  a c tio n , te n s io n  and language a l l  work to g e th e r  
to  c re a te  th e  more o r le s s  c re d ib le  whole w ith  v/hich a romance drama 
p re s e n ts  u s .  But what i s  c u r io u s , i s  th a t  many o f th e  b e s t  modem 
a n a ly se s  o f  romance prose f i c t i o n  o r  drama have d ism issed  o r  p layed  
dov/n th e  im portance of th ese  b a s ic  s t r u c tu r a l  elem ents when co n fro n te d  
w ith  th e  romance m u ltiv e rse . The u su a l laws ten d  to  be " in  su spension" 
when co n fro n ted  w ith  a  work of romance, the  argument goes. Thus v/e 
f i n d  c la im s th a t  p o e tic  fo rc e , s tre n g th  o f im agery, o r  v is io n a ry
^53 a^s; J.A.K.Thomson, Shakespeare and th e  C la s s ic s  (London:
George A llen  & Unwin, 1952); ÎI.B. C h arlto n , The Sene^an T ra d it io n  
in  R enaissance Tragedy (M anchester: U n iv e rs ity  P re s s , 1946); E.G.
P e t te t»  Shakespeare and the Romance T rad it io n  (London: S ta p le s  
P r e s s ,  1 9 4 9 7 7 p t . Ï 970 Methuen & Co.LtdTT; C .L .B arber, S hak esn eare ’_s 
F e s t iv e  Comedy (P rin c e to n : P rin ce to n  U n iv e rs ity  P re s s ,  1959)*
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p a t te r n s  ( t o  paraphrase  G.Wilson K nigh t) u n ify  romance drama.
A n o ta b le  example here i s  a s tu d y  produced a t  th e  b e g in n in g  o f 
t h i s  decade, C oppelia Kahn’ s " S tru c tu re  and Meaning in  S hakespeare’ s 
P e r i c l e s , " A lthough Ms. Kahn’ s main concern i s  P e r i c l e s , she 
o f f e r s  an acu te  a n a ly s is  o f the  problem s in v o lv ed  when a d a p tin g  
romance to  th e  s tag e  . The dom inating e lem ents in  th e  s t r u c tu r a l  make­
up o f th e  romance gen re , she a rg u e s , a re  i t s  " m u l t ip l ic i ty  o f 
un focused  in c id e n t ,  / t h e /  suspension  o f lo g ic a l  c a u s a l i ty ,  p a r t i a l l y  
. . . o r  in  t o t o , a n d ., , the  co lla p se  o f th e  n a tu r a l  law s o f tim e and
156sp a c e ."  Thus, she concludes, a w e ll-a d ap te d  romance w i l l  succeed  
because  o f i t s  u se  o f im agery and n o t because o f i t s  a c t io n ;  f o r  th e  
a c t io n  i s  sim ply too  d is p a ra te  in  a  romance p lay  to  se rv e  as a 
b in d in g  f o r c e .
A number of s t r u c tu r a l ly  c o o rd in a tin g  elem ents have been 
su g g ested  a lre ad y  f o r  romance n a r r a t iv e ,  o r  prose f i c t i o n ,  which may 
a ls o  be u sed  in  d ram atic  romance, and more c o o rd in a tin g  e lem en ts  w i l l  
be spoken o f in  t h i s  and fu tu re  c h a p te rs . But th e  r e a l  p o in t here  i s  
th a t  a l l  su c c e ss fu l E lizab e th an  and .Jacobean  dram as, w hether th ey  be 
rom ance, tra g e d y , o r  comedy, p rovide a r e a l  p a t te rn  o f a c t io n  and 
d is p la y  ou t o f which the  "golden moments" o f id e a , p o e try , and 
em otion may b u r s t  f o r th .  S t r u c tu ra l  u n i ty  and d ram atic  su ccess  
canno t be th e  r e s u l t  o f one s t y l i s t i c  f e a tu r e .  I t  must n o t be assumed
These have been the argum ents o f the  "Myth & Imagery" school 
o f c r i t i c s  which have on ly  q u ite  r e c e n t ly  l o s t  t h e i r  a u th o r i t a t iv e  
h o ld  over Shakespeare’ s romances. T yp ical specim ens a r e :  G. W ilson 
K n ig h t’ s TM Crown of L ife .(London: Oxford U n iv e rs ity  P re s s ,  1947); 
N o rth rop  F ry e , A N a tu ra l P e rs p e c tiv e : The Development of 
Shakespearean  Comedy & Romance"(Ne\v'York: B arnes à  N oble, I 965) .
^55 C oppelia Huber Kahn, "S tru c tu re  & Meaning in  S hakespeare’ s 
P e r i c l e s ,"  U npublished D is s e r ta t io n ,  U n iv e rs ity  o f C a l i fo rn ia ,  
B e rk e le y , P h .D .,1970* U n iv e rs ity  M icrofilm s,A nn A rbor, M ichigan,
number 71- 795*
^ 5^ I b i d . , p . 49:78
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th a t  romance drama i s  a k ind  o f d isem bodied, a ir y  s p i r i t  o f  image eind 
v e r se  which d r i f t s  acro ss  the sta g e  and h y p n o tizes  u s  in to  
ex p e r ie n c in g  form where there i s  a c tu a lly  o n ly  form lessn ess#  The 
m u lt ip le  fo r c e s  a t work and th e su sp en sion  o f  the mundane v/hich i s  
c h a r a c t e r is t ic  o f  the romance genre in  n a r r a t iv e , prose f ic t io n ^ o r  
dram atic form must be d e a lt  w ith  a s  making up a s in g le  l i t e r a r y  u n it  
which aims to  produce the a u th o r 's  d e s ir e d  e f f e c t s .
Once we r e a l iz e  th a t a romance drama must su cceed  or f a i l  on the
b a s is  o f  the same c r i t e r ia  u sed  to  judge o th er  dram atic form s, th e
n ex t problem we must fa c e  i s  how to  d ea l w ith  the ad ap tive  p ro cess
i t s e l f .  Max B lu esto n e , in  h i s  re c e n t v/ork. From S to ry  to  Stage — The
Dramatic A daptation o f  Prose -F ic t io n  in  the P eriod  o f  Shakespeare and
H is C ontem poraries, argues th a t th ere  i s  a com p lex ity  which i s  alm ost
im p o ss ib le  to  d isen ta n g le  in  the ad ap tive p ro cess  u sed  in  E liza b eth a n
157and Jacobean drama. When co n s id er in g  the problem o f  dram atic  
a d a p ta tio n  fo r  t h i s  p eriod  we have two c h o ic e s ,  e i th e r  to  attem pt a 
q u a n t ita t iv e  measurement o f  the ad ap tive p ro cess  o r  a q u a l i t a t iv e  
measurement. The f i r s t  method means q u a n tify in g  the
ex a c t ex ten t and v a r ie ty  o f . . . r e la t io n s  betw een  
prose f i c t i o n  sources and p la y s: the in c r e a se  and
d ecrea ses  in  the number o f ch a r a c te r s , the nom enclature 
o f ch a ra cters  and s e t t in g s ,  the concealm ent or  
r e v e la t io n  o f  so u rces , the r e te n t io n  or om ission  o f  
source scen es ,, verb a l in d eb ted n ess to  source lan gu age, 
in c lu d in g  e s p e c ia l ly  r e la t io n s  between speech  and 
e x p o s it io n  in  the tv/o g en res , and the presence o f  
in c o n s is te n c ie s  adducib le to  a d a p ta tio n .158
The second method means tr y in g  to  e lu c id a te  the h ig h ly  e lu s iv e
^57 B lu esto n e , From Story to  Stage -  The Dramatic A daptation  o f  
P rose F ic t io n  in  t l^  Period o f  Shakespeare & H is Contem poraries (The 
H ague-P ari£ rM outon, 197"477Cn t h is  p o in t o f  the v ir t u a l ly  im p o ss ib le  to  
tr a c e  com p lex ity  o f  the adaptive p r o c e ss , G eoffrey  B ullough makes q u ite  
th e same argument in  th e  "General C onclusion" e s s a y ,p p .341-405 , 
N a rra tiv e  & Dramatic Sources o f Shakespeare, V o l.V III  (London*
Rout led g e  & Kegan PauT/T*
158 ib id .  p p .11-12,
(82)
q u a l i t a t iv e  n a tu re  o f an a d a p ta tio n , v/hat p ro p e r t ie s  o f romance a re
l o s t ,  t ra n s m itte d , o r transm uted  when a d ram atic  a d a p ta tio n  i s  made
o f a  n a r r a t iv e  o r  p rose f i c t i o n  source* As ju d ic io u s  an a p p l ic a t io n
as  p o s s ib le  o f b o th  methods w i l l  be a ttem p ted  in  th e  fo llo w in g  a n a ly s is
o f Thomas Hughes* u se  o f Malory* s Morte D 'A rthur and G eoffrey  o f
Monmouth's H is to ry  o f th e  Kings o f B r i ta in  in  h is  romance drama The
M isfo rtu n es  o f A rth u r ( 0 , 1588) ;  R obert G reen e 's  u se  o f Ludovico
A r io s to ' 8 Orlando F u rio so  in  h i s  drama The H is to ry  o f Orlando F u rio so
( 0 , 1591) > John D ay 's use  of S i r  P h i l ip  S id n e y 's  A rcad ia  in  h is
romance drama The I s l e  o f G ulls  ( I 6O6) .
These th re e  a d a p ta tio n s  have been  chosen because to g e th e r  th ey
re p re s e n t  th e  c l a s s i c a l  and m edieval s t r a in s  o f romance which were
m ost i n f l u e n t i a l  in  E lizab e th an  and Jacobean drama; th e y  span a p e r io d
o f a lm ost tw enty  y e a rs  in  th e  h i s to r y  o f th e  E n g lish  s ta g e ; th ey  each
ach iev e  an e f f e c t iv e ,  d i s t in c t iv e  re d u c tio n  o f t h e i r  romance n a r r a t iv e
o r  p ro se  f i c t i o n  so u rces ; and each has been p o o rly  covered  by
159c r i t i c a l  a n a ly s is ,  In  p a r t i c u la r ,  one may a lso  make p ro f i ta b le  
com parisons between Thomas Hughes' The. Mis fo r tu n e s  of A rth u r and 
S h a k e sp e a re 's  P e r i c l e s , Both d ram atic  romances t i g h t l y  o rd e r t h e i r  
source  m a te r ia ls ,  in c lu d e  la rg e  p o r tio n s  o f t r a g ic  e lem en ts , h e lp  
th e  v iew er onward v/henever p o ss ib le  by means o f pantomime and d id a c t ic  
comments, and t r e a t  the  su b je c t o f love a s  an elem ent in  human l i f e  
which i s  e i t h e r  n o u rish in g  and e le v a t in g  o r ,  i f  d e a l t  w ith  in c o r r e c t ly ,
i s  harm fu l and degrad ing .
R obert G reen e 's  The H is to ry  o f Orlando F u rio so  p ro v id es  one v /ith  
an example o f a d ram atic  romance w hich, l ik e  S h a k e sp e a re 's  Cym beline,
^59 pqp more on the c r i t i c a l  work v/hich has been done on th ese  
th r e e  p la y s  see  th e  l i s t i n g s  a tta ch ed  to  them in  T ^  P red ecesso rs  
o f  Shakespeare — _a survey & b ib lio g ra p h y  o f recen t s tu d ie s  in  
Enf^lish R enaissance Drama, ed. by T .P. Logan & D .S . Smith (L in c o ln ,
S(A-
(83)
in c lu d e s  la r g e  p o rtio n s  o f  q u a s i - h is t o r ic a l  elem ents and o v er -e x te n d s  
i t s e l f  by a ttem p tin g  to  in clud e too  wide a range o f  ch a ra c te rs  and 
a c t io n s .  The m ixture o f  in g r e d ie n ts  in  The H isto ry  o f  Orlando F u rioso  
in c lu d e s ,  o f  co u rse , the Orlando f ig u r e  we have a lrea d y  en cou n tered  in  
A r io s to 's  romance -  and whom Shakespeare w i l l  transform  and attem pt to  
u se again  in  the ch aracter  o f  Posthumus Leonatus in  Cymbeline « A lso ,
io. Cym beline, the fo r c e  o f lo v e  in  The H isto ry  o f  Orlando F u rio so  i s
e x h ib ite d  as a k ind  o f temporary madness which an in d iv id u a l may 
ex p er ien ce  f o r  h is  ov/n even tu a l improvement,
John L ay's The I s l e  o f  G u lls i s  e s p e c ia l ly  in t e r e s t in g  f o r  t h i s  
stud y  because Day adapted h is  source m a te r ia ls  in  a fa sh io n  s im ila r  to  
S h ak esp eare's  adaptation  o f His source m a te r ia ls  in  The W in ter 's  T a le :
, a few  prominent f ig u r e s  and themes were e x tr a c te d  and then rearranged  
in  order to  cre a te  a r a d ic a l ly  a lte r e d  romance p lo t .  The I s l e  o f G u lls  
and The W in ter's Tale are con seq u en tly  fa r  more l ig h t -h e a r te d  and f a r  
l e s s  ponderous than t h e ir  o r ig in a l prose f i c t i o n  romance so u r c e s . The 
developm ent o f  the lo v e  theme in  b oth  The I s l e  o f G u lls  and The 
W in ter's  Tale p resen ts  the audience w ith  an incongruous m ixture o f  
d if f e r e n t  forms o f  lo v e  which the p layw righ ts then attem pt to
harmonize in  a f i n a l  scene o f r e c o n c i l ia t io n .
The s im i l a r i t i e s  which are b e in g  su ggested  here between th ese  
r e s p e c t iv e  p la y s  and th ose  o f  Shakesp eare's a r e , however, p r im a r ily  
s tr u c tu r a l .  The romance them atic developm ents in  th ese  p la y s  are 
n e ith e r  as e n te r ta in in g  nor as c le a r ly  s ta te d  and profound a s  in  
S h ak esp eare's  romances -  although The H isto ry  o f  Orlando F u rioso  in  
p a r t ic u la r  o f f e r s  some trem endously amusing p a ssa g es . As I  hope to  
show in  the fo llo w in g  pages, the a r t  o f  w r it in g  romance drama was a 
I v ery  d i f f i c u l t  one to  p e r fe c t  f o r  th ese  "pioneers" in  the f i e l d .  lAhile 
I th e  w r ite r s  o f  pre—Shakespearean romance drama were c r e a t in g  t h e ir  
p la y s  th ey  were a lso  sim u ltan eou sly  d isco v er in g  how to  c r e a te  them.
(84)
T h eir medium o f  ex p ressio n  w^s a ls o  a medium o f  experim ent and 
d isc o v e r y , c r e a t in g  works o f  drama which would serve  a s  m odels upon 
w hich the next gen eration  o f  E lizab eth an  p layw righ ts cou ld  b u ild  and 
expand.
However, b efore  yiq b eg in  our a n a ly s is  o f  th ese  th ree p la y s  by  
Hughes, Greene,and bay, mention needs a ls o  to  be made o f  th e  o th er  
romance dramas which stand out as b e in g  o f  s p e c ia l  in t e r e s t  w ith  
regard  to  Shakespeare’ s rom ances, e i th e r  because o f  t h e ir  q u a lity  or  
p o s s ib le  in f lu e n c e .
Three in te r e s t in g  examples o f th e  ev o lv in g  form o f romance a re  
John L y ly 's  p la y s , Campaspe (p u b ,1584)» G a lla th ea  (v ;r ,c .l586 ;p r,1589) > 
and M other Bombie (v /r ,c ,1 5 8 8 ;p r,1 5 9 4 )» ^^^  A ll th re e  p lay s  show a 
c l e a r  in d eb ted n ess  to  th e  H e l le n is t ic  romances and d e a l w ith  th e
161problem o f  c r e a tin g  a romance drama in  a d if f e r e n t  way. The su b je c t  
o f  Campaspe i s  A lexander the G rea t's  b r ie f  lo v e  fo r  a Theban c a p tiv e  
g i r l ,  and the p lay  i s  c o n sc io u s ly  p resen ted  as one ep iso d e  from  
A lexander’ s adventurous l i f e ,  Campaspe co n ta in s  a t  l e a s t  fo u r  , 
n a r r a tiv e  stran ds: the s to ry  o f  A lexander and h is  lo v e  a f f a ir  w ith  
Campaspe, the s to r y  o f  D iogenes the C ynic, the s to r y  o f  A lexander’ s 
w a rrio rs  C litu s  and Parmenio, and th e t a le  o f  A thens' o th er  
p h ilo so p h ers .
A bb rev ia tion s: "v/r.” = w r itten ; " p r .” = performed; "pub." = pub­
l i s h e d  -  a s used in  J .E .E u o ff’ s Handbook o f  E lizab eth an  & S tu a rt L ite r ­
a tu re  , op, c i t .
In  Campaspe the  a l lu s io n  i s  to  the  C h a r ic le a - l ik e  fa sh io n  in  which 
th e  h ero in e r e f e r s  to  h e r  v i r g i n i ty ,  and th e  Theban c a p tiv e  T im oclea’ s 
im m ediate re fe re n ce  to  h e r "b ro th e r T heagnes".In  G a lla th ea  th e  d e s c r ip ­
t io n  o f N ep tune 's  f lo o d  which b eg in s  the  p lay  i s  undoub ted ly  taken  from 
C litophon  L e u c i p p e . ' I n  Mother bombie one of th e  p ro ta g o n is ts  compare 
th e  p la y  f o r  " f a n ta s t ic a ln e s s ,"  w ith  the  s to r y  of "an A e th io p ian , th a t  
th in k in g  of a f a i r e  p ic tu re ,  b rought f o r th  a f a i r e  l a d ie ,  and y e t  no 
b a s ta rd "  -  an obvious re fe ren ce  to  th e  A e th io p ic a .S e e : Campas u e , I . i . 64-  
6 5 ,79 -80 ; G a l l a t h e a , I . i . 28-34 (&Clitophon & L e u c i p r e , I V .x i i i ) ;  M other 
Bombie, I . i . 26-28; and S .L.W olff, The Greek Romances in  E liz a b e th a n  Prose 
F ic t io n ,  op. c i t . , p . 248, f n . l .
(85)
\/li©n i t  appears th a t A lexander i s  g e t t in g  too  em broiled  in  h is
lo v e  fo r  Campaspe to  f in d  a way to  le a v e  h er , he d e c la r e s  t h i s  lo v e  o f
h is  i s  on ly  s o l d i e r 's  le a v e , a  l i t t l e  n ecessa ry  r e c r e a t io n  from h is
l i f e  o f "so many a s s a u l t s ,  b loody wounds, in to le r a b le  t r o u b l e s . , .an d
doubt n o t b u t A lexander can , when he w i l l ,  throw  a f f e c t io n  a s  f a r  from
him a s  co w ard ice ."  The p lay  i s  m om entarily  c a tc h in g  A lexander th e  .
G reat "on th e  ru n " , in  h is  in f a tu a t io n  f o r  a g i r l  he n ev er even
to u ch es  and v/hora he e v e n tu a lly  g iv es  to  a n o th e r man. Like many o f th e
v ig n e t te s  about lo v e rs  in  th e  A e th io p ic a , Le Morte D 'A rthur or  Orlando
F u r io s o , Campaspe o f f e r s  a s e lf -e n c lo s e d  dram a.of em otion which i s  p a r t
o f  a  much la r g e r  s to ry .
G a lla th ea  i s  about two shepherds, T ity ru s  and M elebus, v/ho
d is g u is e  t h e i r  d au g h te rs , G a lla th ea  and P h y ll id a , in  o rd e r  to  p rev en t
t h e i r  b e in g  given  up to  the  god Neptune as  human s a c r i f i c e s  -  w ith
Venus ending  the  p lay  by tran sfo rm in g  one o f th e  g i r l s  in to  a man.
The d iv e r s i ty  of G a lla th ea  i s  fram ed by th e  h ig h e r  power o f th e  gods.
V/hen Venus s te p s  in  a t  th e  end and Neptune a r r iv e s  in  d iv in e  person
o rd e r in g  Diana to  r e s to r e  Cupid to  Venus and th e re b y  remove fo re v e r
th e  need f o r  v i r g in  s a c r i f ic e  -  we have a romance ending vd th  th e  gods
p la y in g  th e  p a r t  o f  c h ie f  problem s o lv e r s .  This method o f c r e a t in g  a
p e a c e fu l conclusion  i s  s t r u c tu r a l ly  th e  same as  Athene and Z eus'
l6  ^
appearance a t  the  end of the  Odyssey.
John Lyly , Campaspe I l l . i i i .  49 -52 , in  F ive E liz a b e th a n  Comedies 
ed . A .K .M cIlw raith  ('Lond"on: Oxford U n iv e rs ity  P re s s ,  1934, rp t .1 9 4 5 ) ;  ' 
•p p .1- 58. T his i s  th e  e d i t io n  used  a t  a l l  tim es f o r  Campaspe.
B u t, o f co u rse , f o r  Homer th e  gods were to  some e x te n t r e a l , 
w h ile  f o r  Lyly they  a re  c la s s ic a l  f i c t i o n s .
I t  i s  p o ss ib le  John Lyly went s t r a ig h t  to  th e  Odyssey i t s e l f  f o r  
th e  dev ice o f romance ending by means of the  in t r u s io n  of h ig h e r 
pow ers. He obv iously  knew p a r t  of th e  work in  some way, judg ing  by h is  
re fe re n c e s  to  i t  in  G a lla th e a , I I I . i v .1 2 ,2 5 —27. m e s to r i e s  about 
Odysseus were no t uncommon knowledge, f o r  in s ta n c e ,  th e re  was a p lay  by 
W illiam  Gager e n t i t l e d  U ly sses  Redux, perform ed a t  Oxford on 6 th  
F eb ru a ry  1592. See: A .IIarbage, Annals of E n g lish  Drama 975-.ll9.Q> ££• 
c i t . , p .54.
(86)
The n a r r a t iv e  s tra n d s  in  G a lla th ea  a t  f i r s t  appear to  he u n i f i e d  
o n ly  hy th e  f a c t  t h a t  the  d i f f e r e n t  a c t io n s  a re  happening  in  th e  same 
place* I t  i s  an over i n t r i c a t e ,  to p sy - tu rv y  w orld where th e  p lace  o f 
c h a r a c te r s  i s  d e fin e d  hy em otional commitment, chance, and sh ee r 
v i t a l i t y *  Indeed , i t  i s  d i f f i c u l t  to  say  what G a lla th e a  cou ld  n o t 
in c lu d e  in  i t s  p lo t ,  " fo r  I  p e rce iv e  th e re  i s  n o th in g  so easy  f o r  
encompass a s  i m p o s s i b i l i t i e s , l y l y  i s  im i ta t in g  th e  
romance s t r u c tu r in g  of A ch illeu s  T a tiu s  and, more s p e c i f i c a l l y ,  
borrow ing from th e  hazy a l l e g o r ic a l  atm osphere o f C litophon  & Leucippe 
by d e s ig n in g  Diana as b e in g  l ik e  Queen E l iz a b e th , D ia n a 's  nymphs a s  
E l i z a b e th 's  maids a t  c o u r t ,  and th e  p e rv ad in g , d is ru p t iv e  in f lu e n c e  o f
165lo v e  a s  b e in g  l ik e  th e  em otional in t r ig u e s  o f th e  Q ueen 's court*  ,
The sex change m o tif  which keeps th e  p lay  going i s  an o ld  romance 
d e v ic e , and i t  i s  one which i s  a lso  used  by C h aric lea  in  th e
, , . 166A e th io p ic a .
The d i f f e r e n t  s t o r i e s  which make up G a lla th e a  a lso  mark th e  end 
o f one c h a p te r  in  th e  l i f e  o f i t s  c h a ra c te r s  and th e  b e g in n in g  o f 
ano ther*  In  i t  a populus i s  f r e e d  from th e  r i t e  o f human s a c r i f i c e ,  
one o f th e  g i r l s  undergoes the b iz a r r e  tra n s fo rm a tio n  from  fem ale to  
m ale , and th e  s a i l o r s  pass th rough  on t h e i r  way homeward. The g e n e ra l 
d ram atic  em phasis o f G a lla th ea  i s  ex trem ely  t r a n s fo rm a tio n a l ,  
em phasizing  l i t e r a l  shape-changing , s p i r i t u a l  shape-changing  (D ia n a 's  
nymphs become Venus' w antons), p la y -a c t in g  w ith in  p la y -a c t in g ,  and '
^  John L yly , G a lla th e a , I l l . i i i . 48 -49 , in  L yly , G a lla th e a  & Midas 
e d . ,  Anne B* L ancash ire  (London: A rnold , I 969) .  T his i s  th e  e d i t io n  
o f G a lla th e a  used  a t  a l l  times*
F or more on th e  a l l e g o r ic a l  a sp ec t of Lyly see : P e te r  S acc io , 
The Court Comedies of John Lyly , A Study in  A lle g o r ic a l  Dramaturgy 
’(P r in c e to n : U n iv e rs ity  P re s s , 1969)*
The sex-change m o tif i s  re p e a te d  ag a in  in  th e  anonymous Clyomon 
and Clamydes, and in  Robert G reen e 's  James IV. In  the  f i r s t  case  w ith  
N e ro n is , '  dau g h ter to  th e  Queen of th e  S trange M arshes, and in  th e  
second case w ith  D orothea, Queen o f S c o ts .
(87)
even in tro d u c in g  a p ro fe s s io n a l shape changer, th e  A lchem ist o f th e  
second and th i r d  A ct. The p lay  su g g es ts  th a t  Lyly was s tro n g ly  aware 
o f th e  p ro tean  n a tu re  of th e  romance genre "by t h i s  s tag e  in  h is  
c a re e r  as a  l i t e r a r y  c raftsm an .
M other Bombie o f f e r s  a n o th e r d ram atic  e x cu rsio n  th rough  a 
rum ble-tum ble s e r ie s  o f e v en ts . T his tim e shape changing in  th e  form 
of i l l e g i t im a te  c h ild re n  form s th e  substance  o f th e  p lo t .  B a s ic a l ly ,  
th e  p lay  i s  about tv/o w ealthy  o ld  men, Memphio and S t e l l i o ,  who want 
to  m arry o f f  t h e i r  c h ild re n , A ccius and S ile n e , to  one a n o th e r . The 
abundance o f p lo t  c o m p lica tio n s , r e p le te  w ith  the  " q u a d ra p e r t i te  
w it"  o f fo u r  in t r ig u in g  s e rv a n ts ,  fo r c e s  Lyly to  anchor th e  p lay  in  
an o ld  p ro p h e te ss , "a w eath er-b ea ten  w itch" (M .B .I I I . i i .^ O )  named 
M other Bombie. ■ The confused c h a ra c te rs  in  th e  p lay  make r e g u la r  v i s i t s  
to  M other Bombie in  o rd e r to  ask adv ice  about t h e i r  f u tu r e .  W ithout 
M other Bombie to  s t a b i l i z e  th e  i n s t a b i l i t y  o f a d r o i t  b e g u i l in g , s ly  
c h a r a c te r s ,  and in te r s e c t in g  t r i c k e r y  th e  p lay  would f a l l  a p a r t .
As in  S h ak esp ea re 's  P e r ic le s  and The <Tempest (w ith  Gower and 
P ro sp e ro ) , a fo rc e  which i s  h e lp in g  to  a rra n g e  th e  s to ry  shows 
th ro u g h  as p a r t  o f th e  s to ry  -  a lth o u g h  i t  m a in ta in s  a  c e r ta in  
c r i t i c a l  d is ta n c e  from th e  c e n tr a l  n a r r a t iv e .  A lthough Lyly no lo n g e r 
u sed  gods o r  the  sem i-d iv ine  A lexander to  c o o rd in a te  th e  d iv e rse  
phenomena o f h is  rom ance-in fluenced  p la y s , he s t i l l  p rov ided  a d ev ice  
w ith in  th e  p lay  which cou ld  perform  th e  same grand p a r t  o f c o o rd in a to r . 
Once ag a in  he chose a  dev ice  supported  by ag en c ies  o u ts id e  o f th e  p la y , 
by th e  s u p e rn a tu ra l  fo rc e s  which M other Bombie can summon to  p re d ic t  
th e  f u tu r e .
John L yly , M other Bombie, in  The Complete Works o f J o to  L y ly , 
ed . R.Warwick Bond, V o l . ï ï l  % Oxford : U n iv e rs ity  P re s s ,  1902), pp. 
171- 228. Above quote: M.B._ I l l . i i i . 51 •• This i s  th e  v e rs io n  o f 
M other Bombie used  a t  a l l  tim es .
(88)
George P e e le 's  The Arraignm ent o f P a r is  (p r .c .l5 8 2 ;p h ,1 5 8 4 )  has 
a l t e r n a t e ly  been c a te g o riz e d  as  a " p a s to ra l  m y th o lo g ica l comedy o f 
id e a s "  and a s  a p lay  in  which th e re  i s  "h a rd ly  a touch  o f 
comedy." ^ A c tu a lly  the  p lay  may a lso  be examined f o r  i t s  romance 
c o n te n ts  s in ce  i t  u ses  a d e v ice , th e  m o tif o f t r i a l s  and th e  r h e to r ic  
o f judgem ent, which i s  w idely  u sed  in  o th e r  p rose f i c t i o n  and d ram atic  
rom ances. The n a r r a t iv e  i s  a v e ry  lo o se  b u t v e ry  busy  a f f a i r ,  w ith  
background f r o l i c s  in c lu d in g  r u s t i c  c h a r a c te r s ,  co u n try  gods, Olymp­
ia n s ,  one Cyclops and th re e  f a t e s . - The main p lo t  i s  o f course  about 
th e  judgement o f P a r is  -  w ith  th e  t r i a l  ex tended  in to  two a d d i t io n a l  
" r e t r i a l s "  as  the  a c tio n  moves on to  a t r i a l  w ith  A pollo  and Jove 
p re s id in g ,  and then  a f i n a l  t r i a l  w ith  Diana p re s e n tin g  Queen E liz a b e th  
( f o r  whom i t  v/as f i r s t  p e r f o r m e d ) t h e  golden app le  o f rew ard .
The dram atic s tren g th  o f  The Arraignment o f  P a r is  l i e s  p r im a r ily  
in  i t s  s o p h is t ic a te d  f r o l i c ,  w hile  th e p r in c ip a l fu n c tio n  o f  the p la y  
i s  to  serve as an e la b o ra te  p iec e  o f  f l a t t e r y  fo r  Queen E liz a b e th .
The d id a c t ic  con ten t i s  l im ite d  to  p osin g  the v /e ll-k n ovn , ren a issa n ce  
q u estio n  o f which i s  b e t te r :  Juno (sy m b o lis in g  the a c t iv e  l i f e ) ,  P a l la s
Athene (sy m b o lis in g  the contem plative l i f e ) ,  or A phrodite (sy m b o lis in g
171 172v o lu p tu o u sn e ss ) . V/hen Diana p re se n ts  "Zabeta fayre"  w ith  the
By C .T .P rou ty , g en era l e d i to r .  The L ife  & Works o f George P ee le  
(New Haven: Yale U n iv e rs ity  P ress  197Ô 77V ol,III, See:"The A rraignem ent 
o f  P a r i s " ,  p p .3-134, e d ite d  by R.M. Benbow.
By T h o r le if  L arsen , "The E a r ly  Years o f George P e e le , D ra m a tis t , 
1558- 1588,"  in  T ran sac tio n s  of The Royal S o c ie ty  o f Canada, 22 ( I 928) , 
■PP.271- 318. See e s p . ,  p .305*
j^s noted  by the t i t l e  page o f  the f i r s t  p u b lish ed  e d it io n  o f  the  
work. See: G *Peele, The Arraignment o f P a r is  1 ^ 4  (London: Malone So­
c i e t y  R ep r in ts , I 910T; p o ix .
^71 H a l le t t  Smith e x c e l le n t ly  e x p la in ed  in  h i s  E liz a b e th a n  P o e try
"• A Study in  C onventions, M eaning, & E xp ress io n  (Ann A rbor, M ichigan: 
U n iv e rs i ty  o f M ichigan P re s s , 1952, r p t .  1 9 i  P*5»
172 Arraignment o f P a r is , I . 1236, from th e Prouty e d n ., o p .c i t . 
A l l  r e f e r e n c e s  m ad e.to  t h i s  p lay  r e f e r  to  th e  P rou ty  e d i t io n .
(89)
golden a p p le , E l iz a b e th  i s  judged a s  b e in g  th e  woman who ou tdoes th e
th re e  goddesses by combining in  h e r  person a l l  th e  q u a l i t i e s  which
th ey  sym bolize. T his dev ice — th e  v/ay in  which th e  p la y  expands in to  
173i t s  audience — w i l l  subsequen tly  be re f in e d  and made use o f in  
S hakesp eare ’ s romance o f The Tempest. The use o f e p iso d ic  romance 
s t r u c tu r in g  shows th rough  here  in  th e  co n c lu sio n  to  The A rraignm ent o f 
P a r i s , a s  P eele  developed a p lay  which can f r e e ly  add d ram a tic  in c id e n ts  
w ith o u t harm ing d ram atic  e f f e c t .  The co n clu sio n  th en  a c t s  a s  one s te p  
tow ards som ething beyond th e  n a r r a t iv e ,  i t  i s  n o t sim ply  an ep ilo g u e  
o f apology which ask s  f o r  p ra is e  and fo rg iv e n e s s ;  i t  i s  an e x p l i c i t  
o v erflo w in g  and engagement w ith  the  w orld o u ts id e  o f and beyond the  
p la y .
P ee le* 8 The Old Wive’ s Tale (w r .c .l5 9 2 ;  pub .1595) i s  b u i l t  a s  a
t a l e - w i th in - a - t a l e ,  th e  t a l e  to ld  b y .o ld  Madge to  th e  th re e  l o s t
s e rv a n ts  A n tick e , F a n ta s t ic k e , and F ro lic k e  about th e  l o s t  P r in c e s s
D elya who i s  re scu ed  from h e r  bew itched  c a p t iv i ty  by th e  s o rc e re r
S acrap an t t h r o u ^  the  h e lp  o f th e  w andering k n ig h t Sum enides. The Old
Wive * 8 Tale u se s  th e  romance p a t te rn  o f amazing m azes, w ith  even th e
c e n t r a l  w andering f ig u re  Eumenides com plain ing  th a t  he e x i s t s  in  a
"L ab o rin th "  of ev en ts  and can "dreame of no r e s t ." ^ ^ ^  A lthough some
175c r i t i c s  have claim ed th a t  i t  i s  a  parody o f th e  romance form , The 
Old Wive’ s Tale i s  n e v e r th e le s s  a w o n d erfu lly  e f f e c t iv e  p iece  o f 
romance e n te r ta in m e n t. Once the  t a l e  of D elya, S acrapan t and
^73 dev ice  i s  a lso  to  be found in  E liz a b e th a n  masques and in  the
p a s to r a l  p la y le t  by S i r  P h i l ip  Sidney The Lady o f May (1 5 7 8 ), a s  no ted  
by M arion Jones in  "The Court and th e  D ra m a tis ts ,"  S t r a t f o r d - u pen-  
S tu d ie s  9 , p p .169- 195, e sp , p .l8 0 .
^74 Old Wive’ s T a le , e d ite d  by F .S . Hook, 11 .44 9 ,4 5 2 , in  The 
DramatTc“ Works o f  George P e e le , (New Haven: Yale U n iv e r s ity  P r e ss ,
Î 97Ï Ï ) , V ol. I I I .  T his i s  the v ers io n  o f  The Old '.Vive’ s Tale u sed  a t  a l l
tim e s .
^75 ggg. R evels H istory  o f  Drama in  E n g lish  1576-1613, ed .
J .  Leeds, ^  . a d .,  £ £ . e i t . ,  p.3û3*
(90)
Eum enidies b eg in s  th e  audience f in d s  i t s e l f  -  l i k e  th e  th re e  l o s t
s e rv a n ts  -  i r r e s i s t i b l y  drawn in to  t h e . "otherw here" o f th e  c e n t r a l
t a l e .  P ee le  p la c e s  h is  romance m u ltiv e rse  in s id e  a s e c u re , r a t i o n a l
fram e w ith  the  s e t t in g  o f o ld  M adge's f o r e s t  h u t m arking th e  b eg in n in g
and th e  ending  p lace  of the  whole p la y . The ex trem ely  f a n c i f u l
arrangem ent o f ev en ts  w ith in  M adge's t a l e ,  from Jack  th e  g r a te f u l
^ o s t  to  a young lo v e r ,  named E re s tu s ,  who i s  tran sfo rm ed  h a l f  in to
an o ld  man and h a l f  in to  the  "w hite Beare o f Englands wood" ( T.O.W.T. ,
1 . 165) ,  th u s  succeeds as a  " d e l ic a te  b a lance  o f d iv e rs e  e lem en ts .
What i s  la c k in g  in  The Old W ive's Tale i s  a  s e r io u s  v e in , d ram atic
themes which th e  audience may reg a rd  a s  r e l a t i n g  to  th e  sober
problem s o f l i f e  -  the  k in d  o f s u f fe r in g s  Shakespeare w i l l  have h i s
177romance p ro ta g o n is ts  undergo.
I t  h as  been a rgued  th a t  R obert G reen e 's  F r i a r  Bacon and F r i a r  
Bungay (w r .c .l5 8 9 î pu b .1594) and The S c o t t is h  H is to ry  o f James IV 
( w r .c .15915 pub. 1598) embody th e  b a s ic  fo rm ula  f o r  S h a k e sp e a re 's  
rom ances: the  p la y s  c e n tre  on th e  s tru g g le 's  o f two lo v e r s ,  a s tru g g le  
which o f te n  b o rd e rs  on the  t r a g i c ,  a tta c h e d  to  v/hich a re  ex tran eo u s  
scenes o r  s u b -p lo ts  o f a  l e s s  s e r io u s  n a t u r e . . But th e se  p la y s  a lso  
c o n tr ib u te  tow ards the  development of th e  d ram atic  romance s t r u c tu r e  
by c re a t in g  a s p e c ia l  them atic  m ix ture  o f th e  su p e rn a tu ra l  fo rc e  of
^7^ n o ted  by M uriel B radbrook, The Growth and S tru c tu re  o f 
E liz a b e th a n  Comedy (London: Chat to  & V/indus, 1973 e d n .) ,  p . 69/
^77 b e fo re  we leav e  Peele h i s  a ttachm ent to  t r a d i t i o n a l ,  c l a s s i c a l  
l i t e r a t u r e  should  be n o ted . Peele  had a thorough ed u ca tio n  in  
c l a s s i c a l  languages a t  Oxford, t r a n s la t e d  E u r ip id e s ' Ip h ig e n ia  in to  
E n g lish , and showed a c o n tin u a l p r e d i l i c t io n  f o r  Greek myth in  h i s  
w r i t in g s .  See: S.L . W olff, op. c i t . ; and V o l . l  The L ife  and M inor Works 
o f George P eele  (New Haven: Yale U n iv e rs ity  P re s s ,  1952), David 
H orne, e d i to r  o f V o l . l .
178 E .C .P e t te t  su ggested  in  Shakespeare and th e  Romance T ra d it io n  
op . c i t . , p . 65.
(91)
magic and the  n a tu r a l  fo rc e  o f human lo v e . The com bination o f magic
and love  i s  p re f ig u re d  in  th e  c h a ra c te r  o f S acrapan t th e  c o n ju re r  in
The Old Wive* s Tale who "tries to  co o rd in a te  th e  w orld  about him f o r  th e
sake o f h is  lo v e , y e t  f a i l s .  A l th o u ^  th e  "w ea th er-b ea ten  w itch" in
M other Bombie i s  g i f t e d  w ith  th e  use o f prophecy, Lyly does n o t
succeed  in  c re a t in g  a them atic  b a lan ce  betw een th e  powers o f lo v e  and .
prophecy. The dominant concern in  M other Bombie i s  th a t  o f  lo v e , v /ith
prophecy se rv in g  as a c o ro l la ry  theme.
F r i a r  Bacon and F r i a r  Bungay i s  " p ro b a b ly .. . th e  f i r s t  E n g lish  p la y
in  which a tru e  d o u b le -p lo t (a s  opposed to  a comic s u b -p lo t)  v/as 
179em ployed," and th e  two p lo ts  d e a l ,  r e s p e c t iv e ly ,  w ith  th e  powers o f 
magic and th e  povmrs o f lo v e . The source f o r  F r i a r  Bacon and F r i a r  " 
Bungay, th e  anonymous m id -s ix te e n th  c en tu ry  p rose  romance The Famous
180H is to r ie s  of F ry e r Bacon, i s  b u i l t  in  e p iso d ic  f a s h io n , from which 
"an alm ost in e v i ta b le  development would be ^ h e y . , .  ju d ic io u s  m ix tu re  
•••Z °£ 7  d o u b le -p lo t which Greene produced. A l th o u ^  th e
powers o f magic e x i s t  s ide  by s id e  in  t h i s  p la y , th e y  do n o t work 
sm oothly to g e th e r . P a r t  o f th e  reaso n  f o r  t h i s  i s  th a t  Greene v/ishes 
to  make a m oral p o in t about th e  u n g o d lin e ss  o f m agic, and th u s  in  th e  
end Bacon re p e n ts  " fo r  th e  f o l l i e s  o f /h i s 7  you th  /  That m a g ic 's  s e c r e t  
m y s te r ie s  m isled" (scene  x v i ,  1 1 .3 6 -3 7 ) . A lso , magic i s  n o t a t  th e  
s e rv ic e  o f love in  t h i s  p lay  -  th e  theme which w ins o u t in  th e  end when 
Lacy m a rr ie s  M argaret and Edward m a rrie s  E l in o r  o f C a s t i le  -  b u t i s ,  
r a th e r ,  a  to o l  bought by the  lu s ty ,  r ic h  P rin ce  Edward, th e  s u b je c t o f 
a s c h o la r 's  p r iv a te  re s e a rc h , o r a source o f e n te r ta in m e n t f o r  a  ro y a l
^79 j .A .L a v in , in  h is  c r i t i c a l  in tro d u c tio n  to  h i s  e d i t io n  o f F r i a r  
Bacon and F r i a r  Bungay (London; E rn e s t Benn, L td . ,  I 969) ,  p .x x i .  T his 
Ts l)he e d i t io n  used  a t  a l l  tim es .
i b i d . ,  p p .x iv -x v i .
i b i d . « p .x x i i .
(92)
c o u r t .  Magic and love make s tra n g e  b ed fe llo w s in  F r i a r  Bacon and 
Bungay and n o t u n t i l  S h a k e sp e a re 's  The Tempest w i l l  th e  two 
fo r c e s  be f e a s ib ly  jo in e d  to g e th e r  in  P ro s p e ro 's  "rough m agic"
(2 2 - V .1 . 50).1 8 2
JamGs IV m u l t ip l ie s  th e  number o f n a r r a t iv e  s tra n d s  by u s in g  an 
in d u c tio n  a s  i t s  n a r r a t iv e  p o in t o f e n try ,  r e f l e c t i v e  fram e, and 
n a r r a t iv e  p o in t of e x i t ,  and chorus in te r lu d e s  and dumb shows p o p u la ted  
by dancing  A n tic s  and l ig h t- s te p p in g  F a i r i e s ,  The a u d ie n c e 's  a t t e n t io n  
i s  a ls o  h e ld  by an in d e c is iv e  m ix ture  o f sorrow  and jo y , th e  p l ig h t  of 
D orothea and Id a , th e  m oral confusion  o f King Jam es, and th e  d e v i l ry  o f 
th e  S c o t t i s h  Lord A teuk in . The p ro g re ss  o f love  in  James IV i s  l in k e d  
w ith  th e  su p e rn a tu ra l Oberoh, King o f th e  F a i r i e s ,  r a th e r  than  w ith  a 
human b e in g  who p r a c t ic e s  so rc e ry . The main cause o f th e  a c t io n  i s  th e  
w him sical King Jam es, w ith  the  p lo t  fo c u s in g  on h i s  p a ss io n a te  s e l f -  
indu lgence  and th e  maze o f co u rt in t r ig u e  which he f o s t e r s .
One c h a ra c te r  sums up th e  i n t r i c a t e  v i l l a n y  o f t h i s  w orld w ith :
0 , what a tr im  world i s  th i s !  My m aste r l iv e s  
by cozening  the k in g , I  by f l a t t e r i n g  him,
S lip p e r ,  my fe llo w , by s t e a l in g ,  and I  by « 
ly in g . I s  no t t h i s  a v d ly  acco rd , gentlem en?
B ut th e  p lay  i s  no t a c e le b ra t io n  o f v i l l a n y ,  i t . i n t e n d s  to  i l l u s t r a t e
a m oral: th a t  a k in g  should  bev/are of th e  poison o f " in ju ro u s  lo v e"
and " f l a t t e r i n g  tongues" ( J . I V , V . iv .2 7 -2 8 ), th a t  th e  power o f a
v ir tu o u s  love may e v e n tu a lly  u n i te  fo e s  and re c o n c ile  d i f f e r e n c e s , . as
w e ll a s  r e d re s s  s o c ia l  and p r iv a te  s u f f e r in g s .  In  James IV Greene was
c e r t a in ly  no t profound in  h is  e x p o s it io n  o f th e se  m o ra ls , as  Norman
Greene as w e ll had a s p e c ia l  r e l a t i o n  to  c l a s s i c a l  l i t e r a t u r e ,  
h i s  p rose  v/orks Pandosto and Menaohon a re  e s p e c ia l ly  in d eb ted  to  
Longus, H e lio d o ru s , and A c h ille u s  T a tiu s . See: S .L . W olff, o o . c i t . ; 
and C .G esner, Shakespeare & the  Greek Romances, o p .c i t . , p p .116^124.
^^3 S c o t t is h  H is to ry  o f James the  F o u rth  -  R obert G reene, ed . 
Norman Sanclers (London: Methuen & Co. L td . ,197C ), I V . i i i . 2 2 —25. T his 
i s  th e  e d i t io n  used a t  a l l  tim es.
(93)
S anders has n o t e d , b u t  he does succeed in  p re f ig u r in g  the  " s p i r i t  
o f g e n e r o s i ty .a c c e p ta n c e  of t r a d i t i o n a l  v a lu e s . . .aw areness o f  e v i l  
combined w ith  a b e l i e f  th a t . . .g o o d  u l t im a te ly  triu m p h s, and a g e n e ra l 
movement away from m isanthropy and tow ards c e le b ra t io n  and peace 
which Shakespeare w i l l  o f f e r  in  h is  romance.
In  a d d it io n  to  th ese  p lay s  by L yly , P e e le ,a n d  G reene, m ention 
shou ld  a lso  be made o f a  few s u p e r io r  anonymous romance p la y s , 
e s p e c ia l ly  The Rare Triumphss o f Love and F ortune  ( 1582) , Mucedorus 
( p r .c . l5 9 0 ;p u b .l5 9 8 ) ;  Clyomon & Clamydes (p r . l5 8 3 ;p u b .l5 9 9 ) « and 
Common C ond itions (p r .l5 7 6 ;p u b .l5 7 6 ) .^ ^ ^  Love and F ortune  and 
Mucedorus w i l l  be spoken of in  g re a te r  d e t a i l  in  C hapter f iv e  o f th is ,  
s tu d y , w ith  r e s p e c t  to  t h e i r  p o s s ib le  d i r e c t  in f lu e n c e  on S h a k e sp e a re 's  
Cymbellne and The W in te r 's  T a le . Love and F ortune  c o n ta in s  a  number 
o f th e  s t r u c tu r a l  m o tifs  and th em atic  co n cern s , e s p e c ia l ly  an 
a r t i c u l a t e d  th em atic  s tru g g le  between th e  poY/er o f love  and th a t  o f
N. S anders, p . l i v  in  h i s  c r i t i c a l  in tro d u c t io n  to  h i s  edn. of 
James IV , op. c i t .
^85 j-bid.
o th e r  p lay s  which s tand  ou t as b e in g  o f secondary  i n t e r e s t  e i t h e r  
because o f t h e i r  q u a l i ty  o r p o s s ib le  in f lu e n c e  on th e  l a t e r  developm ent 
o f romance drama a re :  I  Selim us, The T ra g ic a l H is to ry  o f Guy o f Warwick, 
F a i r  Em, The T hracian  Wonder, Mary Magdalene ( a l l  anonymous), Barnabe 
B arn es ' The B i v i l 's  C h a r te r , John B ay 's  The T ra v a ile s  o f Three E n g lish  
B ro th e rs ,  G reene 's  G reene 's  V ision  and The P in n er o f W ak efie ld , Thomas 
Heywood's The F a ir  IW d  of th e  b e s t  ( l  & I I The Four P re n tic e s  o f 
London, P e e le 's  Edward I ,  B a t t le  o f A lc a z a r , P res to n ',?  Cam bises.
F o r th e  v a r ie ty  o f c r i t i c a l  p e rs p e c tiv e s  on romance which have 
developed from re a d in g s  of th e se  p la y s , see th e  b ib lio g ra p h y  on them 
in  The P red ecesso rs  o f Shake sue a r e , ed . T .P . Logan & D .S. Smith op. c i t . 
R eadings o f those  p lay s  w i l l  confirm  th e  in t e r p r e ta t io n  th a t  romance 
drama grew ou t of a wide d iv e r s i ty  o f in g re d ie n ts ,  w ith  th e  s tro n g  
in f lu e n c e  o f h y p e r-im ag in a tiv e , love  and a d v en tu re , q u est g e n re , e p ic , 
h i s t o r i c a l ,  comic, f a i r y - t a l e  and fo lk  e lem en ts .
(94)
fo r tu n e ,  which Shakespeare would use  w ith  g r e a te r  " e th ic a l  depth"^^^ 
in  Cyrnholine. Mucedorus a lso  c o n ta in s  i t s  f a i r  share  o f romance 
m o tif s  which one may f in d  in  S h ak esp ea re 's  The W in te r 's  T a le : a  p a re n t 
re c o v e rin g  a l o s t  c h i ld ,  c o o rd in a tin g  h ig h e r pov/ers ( in  t h i s  case  th e  
p e r s o n if ie d  d ram atic  fo rc e s  o f Comedy and Envy), a c t io n s  which a re  
i n i t i a t e d  and n o t fo llow ed  th rough  upon, and an accum ulation  o f 
s t a r t l i n g  re c o g n itio n s  tow ards the  p la y 's  end,
Clyomon & Clamydes i s  an ai.'kv/ard, tu r g id  drama caught halfw ay 
betw een b e in g  a sombre dram atic  t r e a t i s e  on the  om nipotence o f fo r tu n e
188and p ro v id in g  a g re a t d e a l of lig h t-m in d e d  e n te r ta in m e n t. I t  
c o n ta in s ' a  number of the  romance e lem en ts a lre a d y  n o ted  in  th e se  p r e -  
Shakespeare an dramas which we have been exam ining f o r  romance c o n te n ts .  
The ap p aren t chaos of th e  p la y 's  e v en ts  a re  fram ed by h ig h e r  powers. 
Amid th e  w h ir ly -b u rly  a re  the  s t i l l ,  unmoving c e n tr e s  o f c o n tro l :  
Prov idence (which makes a l i t e r a l  ap p ea ran ce ), A lexander th e  G rea t, 
th e  K ing o f Denmark, and the  k in g  o f Swavia. There i s  the  l o s t  and 
found m o tif , th e  use o f m arvels ( in d e e d , th e re  i s  a " f o r r e s t  of 
m arv e ls" ) and e x o tic  d e v ice s , a p le th o ra  o f ad v en tu res  m ing ling  
b le s s in g s  and sorrow s, and th e  romance n a r r a t iv e  p a t te rn  o f d e p a r tu re  
and r e tu r n .
The s t r u c tu r a l  design  o f Common C ond itions i s  s in g u la r ly  
co n fu s in g . The anonymous p layw righ t n ev er seems to  have made up h i s  
mind about which c h a ra c te rs  a re  r e a l l y  good o r bad . The s to ry  some­
tim es appears to  be l i t t l e  more th an  an e n e rg e tic  melange o f p i r a t e s ,  
l a d ie s  in  d i s t r e s s ,  q u es tin g  k n ig h ts ,  a  m a rv e llo u s ly  t r i c k y  f o o l ,  and 
a  w orthy o ld  man c a s t  ou t o f c o u rt and co u n try . However th e  c r i t i c a l
G eoffrey B ullough, N a rra tiv e  & Dram atic Sources o f Shakespeare 
V o l.V III , 0£ . c i t . ,  p . 23.
ipHe e d i t io n  o f Clyomon & Clamydes used  a t  a l l  tim es has been : 
Clyomon & Clamydes (P a r is :  Mouton, 1968), a c r i t i c a l  e d n .,  ed . by 
B .J .  L i t t l e to n .
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h i s to r y  o f Common C onditions p ro v id es  u s  v /ith  a  f in e  example o f the  
p re d ic ta b le  u n p r e d ic ta b i l i ty  c h a r a c te r i s t i c  o f th e  romance form , which 
j u s t i f i e s  ou r c o n s id e rin g  i t  f o r  a moment from t h i s  p e r s p e c t iv e .
Up u n t i l  1907 a l l  o f Common C ond itions e x is te d ,  w ith  th e  
ex ce p tio n  o f th e  p la y 's  l a s t  scene . Among E liza b e th an  s p e c i a l i s t s  i t  
became a fo regone conclusion  th a t  th e  p la y  must f i n i s h  w ith  a scene o f 
r e c o n c i l i a t io n .  T his v/as in  the  days v/hen romance was th ough t o f as a 
v e rs io n  o f f a i r y - t a l e  s e r e n i ty  o r as  a f a n c i f u l  d ram atic  to y  w ith  
v/hich Shakespeare amused h im se lf a t  th e  end o f h is  c a r e e r .  Yi/hen th e  
en d ing  was found and re a d  i t  d is c lo s e d ,  to  th e  amazement o f i t s  
r e a d e r s ,  th a t  Common C ond itions concluded w ith  th e  hero  and h e ro in e  
com m itting s u ic id e ,  th re e  im p o rtan t c h a ra c te rs  j u s t  d is a p p e a r in g , the  
s to r y  o f two more im p o rtan t c h a ra c te rs  b e in g  l e f t  u n f in is h e d , and th e
189s to r y  o f the  a n ta g o n is t  ta k in g  on new s^v ita lity .
A ll  the  E lizab e th aS  sch o la r)T u ck er Brooke cou ld  say about t h i s  
sudden tu rn  o f e v e n ts ,\4 n  h is  1915^ e d i t io n  o f Common C o n d itio n s , was 
to  speak abou t: " th i s  e x tra o rd in a ry  P ro c ru s te a n  c lo se  o f th e  p l a y . . .  
th e re  seems to  be no reason  why th e  w r i te r  s h o u ld .. .have l e f t  the  
co n clu d in g  speeches in  the  m arvellous con fusion  in  which th ey  
s t a n d . B u t  th e  prologue to  Common C ond itions warned u s :
s k i l f u l 1 heads, th a t  s i t  in  p lace  to  s e e , l i k e ­
w ise to  h e a re ,
What openly  by A ctours deeds in  p lace  s h a l l  s t r a ig h t  
appears :
. . . t h e r e f o r e  perpend / th e  p lay7  w e ll ,
F or th e  a c ts  in  o rd e r fo llo w , which th e  p re fa ce  may
t s l l "  (C .C .P ro l.1 -4 )
^  M etrea and Lamphedon commit s u ic id e ,  G a lia rb u s , Sedmond and 
C la r i s i a  d isa p p e a r , th e  s to ry  of Noraides and S ab ia  i s  l e f t  u n f in is h e d , 
and th e  s to ry  o f L eo s tin e s  and Common C ond itions ta k e s  on new 
v i t a l i t y .
The e d i t io n  o f Common C ond itions which I  have u sed  i s :  Common 
Condit io n s ,  ed . Tucker B r0oîœ'^'(N"ew""Haven: Yale U n iv e rs i ty  P r e s s , I 915) .  
E liz a b e th a n  Club R ep r in ts  n o . l .
. Tucker  B rook, i b i d . , p .x i .
Ha  I k /  (K . {J olf IfJ
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F o r  an u n d e rs tan d in g  o f the  s t r u c tu r e  o f romance in  p re-S hakespeare  an 
drama i t  i s  a key p la y , s in ce  Common C ond itions i s  an example of a 
p la y  in  v/hich, when the  au th o r came to  th e  p o in t o f hav ing  to  wind up 
th e  a c t io n ,  th e  romance genre in  which th e  au th o r was working 
demanded elem ents o f s u rp r is e  and c o n tin u a tio n . The anonymous au th o r 
went too  f a r ,  h u t h i s  ex cesses  te ach  u s  a le sso n  about the  d i f f i c u l t y  
o f c o n s tru c tin g  a s a t i s f a c to r y  romance drama.
A lthough Shakespeare le a rn e d  how to  c re a te  drama by em ula ting  and 
o u td o in g  h is  d ram atic  p red ecesso rs  ( e s p e c ia l ly  by le a r n in g  from th e  
works o f Jo hn Lyly)^^^^ -  S hakespeare’ s main channel f o r  romance drama 
was th rough  h i s  own com edies. The works which we have b r i e f l y  looked 
a t  h e re  were w e ll w orth c o n s id e r in g , however, s in ce  th ey  showed u s  
much o f th e  b a s ic  s t ru c tu re  and e s s e n t i a l  themes and d ev ice s  which 
Shakespeare would r e f in e  and harmonize in  h i s  d ram atic  rom ances. The 
use o f s t a r t l i n g  re c o g n it io n s , p ro tean  them es, magic and lo v e , fo r tu n e  
and lo v e , and an a ttem p t to  b a lan ce  d iv e rse  e lem ents and to  c o n tro l  
th e  d ram atic  v i t a l i t y  o f romance by u s in g  e x te rn a l  c o o rd in a tin g  
d e v ic e s  -  to  name o n ly  a few examples -  w i l l  be romance in g re d ie n ts  u sed  
and harm onised by Shakespeare to  th e  p o in t where th e  m ix tu re  o f A lonso, 
G onzalo, S e b a s tia n , A ntonio , A drian and F ran c isco  " a l l  e n te r  th e  c i r c l e  
which P rospero  had made" in  The Tem pest, "and th e re  s tan d  charm’ d" 
( T ^ 'V .i .  s tag e  d i r e c t io n s  between 11.58 and 59)»
L et u s  now tu rn  to  th e  th re e  p la y s  by Hughes, G reene, and Day 
m entioned e a r l i e r  f o r  a more d e ta i le d  a n a ly s is  o f th e  p re c is e  
d i f f i c u l t i e s  in v o lv ed  in  ad ap tin g  and c r e a t in g  a romance drama.
Thomas Hughes’ The M isfo rtu n es  o f A rthu r -  The End o f Romance 
The t i t l e - p a g e  o f th e  f i r s t  e d i t io n  o f Thomas Hughes* The M isfo r-  
tu h e s  o f A rth u r r e p o r ts  th a t  th e  p la y  c o n s is ts  o f  "CERTAINE DBvises
As G.K. H unter no ted  in  h i s  John L y ly : ' th e  Humanist a s  
C o u r t ie r  (London: 1962).
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and she we 8 p re sen te d  to  h e r  MAIESTIS hy the  Gentlemen o f  G rayes-Inne a t
h e r  Hi f in e s s e  Court in  Greenewich, th e  tw e n ty -e ig h th  day o f F e h ru a r ie  in
th e  t h i r t i e t h  y ea r o f h e r  MAIESTIES most happy R aigne. AT LONDON.
P r in te d  hy R obert Robinson 1587*"^^^ A ccording to  modem c a le n d a r  y e a rs
and u s in g  Jan u ary  1 s t  a s  th e  y e a r ly  p o in t of d iv is io n  ( in s te a d  o f th e
E liz a b e th a n  d iv is io n  o f March 1 s t ) ,  t h i s  d a te s  The M isfo rtu n es  o f A rth u r *
a s  f i r s t  hav ing  been perform ed in  F eb ruary  I 588 and p ro b ab ly  p r in te d  
192
soon t h e r e a f t e r .  The f i r s t  perform ance o f The M isfo rtu n es  o f A rth u r 
th u s  took  p lace  a t  a tim e in  c lo se  p ro x im ity  to  two im p o rtan t contem por­
a ry  p o l i t i c a l  e v en ts : th e  d e c a p ita t io n  o f Mary S tu a r t ,  Queen o f S co ts  
on 8 th  F eb ru a ry , 1587^ ^ ^  and the  d e fe a t o f the  Span ish  Armada in  th e  
summer o f 1588. ^ ^ ^  .
•A f a i r  amount o f th e  re s e a rc h  done by s c h o la rs  on The M isfo rtu n es  
o f A rth u r s in ce  I 925 has argued f o r  th e  t o p i c a l i t y  o f the  p la y , a rg u in g
191
T his i s  taken  from a re a d in g  o f the  t i t l e - p a g e  o f th e  B r i t i s h  
Museum copy, B.M. ca ta lo g u e  number C .34 .b .3o
192 T his arrangem ent of d a te s  i s  ag reed  upon by the  fo u r  E liz a b e th a n  
s c h o la rs  E .H .W aller,G .Reese,W .A .A rm strong and E.K.Chambers. A lfre d  Her­
b ag e , however, d a te s  the  p lay  a s  f i r s t  hav ing  been perform ed in  I 588, a l -  
t h o u ^  f i r s t  p r in te d  in  e i t h e r  I 587 o r I 588 ( l ik e w is e  acco rd in g  to  modem 
c a le n d a r  y e a rs  and u s in g  Jan u ary  1 s t  a s  the  p o in t o f d iv i s io n ) .  Herbage 
g iv e s  1587 as  th e  u n d isp u ted  da te  o f the  e a r l i e s t  t e x t ,  a s  w e ll a s  a 
b ra c k e te d  "83" w ith  an a s t e r ix  a tta c h e d  ( i . e .  " ^ 8ÿ " ) which I  assume 
means an e a r ly  te x t  e x i s t s  which Herbage sp e c u la te d  was p r in te d  in  I 588 
b u t which has an u ndated  t i t l e  page. F o r f u r th e r  d e t a i l s  s e e , r e s p e c t ­
iv e ly ,E .H . W alle r, "A P o ss ib le  I n te r p r e ta t io n  o f The M isfo rtu n es  of A rth u r ,"  
J .E .G .P . 24 ( 1925) ,  p p .219-245) G .R e e s e ," P o li t ic a l  Im port o f The Mis­
fo r tu n e s  o f A rth u r ,"  R .E .S . 21 (1945) )PP«Sl-91*, W .A.Armstrong, "The 
T o p ic a l i ty  o f The M isfo rtunes of A rth u r ,"  N&Q 2 (1955); PP»371-373)
W.A. A rm stro n g ,"E lizab e th an  Themes in  The M isfo rtu n es  o f A rth u r ,"  R .E .S .
7 -(1956  ),p p .238- 249; E.K.Chambers, The E liza b e th an  S ta g e , V o l . I l l ,  op . 
c i t . , p . 348; A lfre d  H arbage, A nnals, op. c i t . ,  p .4 d .
193A "A pproxim ately a y e a r a f t e r  th e  e x e c u tio n ,"  as  G ertrude Reese 
n o te d  in  h e r  a r t i c l e  " P o l i t i c a l  Im port o f The M isfo rtu n es  o f A r th u r ,"  
op . c i t . , p .81.
An even t which would pose th e  " s te r n e s t  t e s t  o f E l iz a b e th ’ s 
s t r e n g th  a s  a r u l e r , "  as  W.A. Arm strong no ted  in  "The T o p ic a l i ty  o f The 
M isfo rtu n e s  o f A rth u r ,"  op. c i t . ,  p . 373*
(98)
t h a t  th e re  i s  an in te n d e d  a s s o c ia t io n  in  The M isfo rtu n es  o f A rth u r
e i t h e r  between E liz a b e th  and A rth u r or between James VI of S co tlan d  and
A rth u r , and th a t  Mordred i s  in ten d ed  to  re p re s e n t  e i t h e r  Mary S tu a r t  o r 
194B o th w ell. The f a u l t s  in  a c tio n  and c h a r a c te r iz a t io n  in  The M isfo r­
tu n e s  o f A rth u r th u s  have been a t t r i b u t e d  to  Thomas Hughes* a ttem p t to  
fu s e  well-knov/n contem porary f ig u r e s  w ith  l i t e r a r y  p e r s o n a l i t i e s .
C e r ta in  passages in  th e  opening l in e s  of th e  p lay  ( e s p .130-133) a re  
d o u b tle s s  "an i l l u s io n  to  the  in te r n a l  peace o f E l iz a b e th ’ s r e ig n ,  
and th e  whole p lay  v e ry  p o s s ib ly  cou ld  be r e f e r r in g  to  th e  netw ork o f 
tra g e d y  and c e le b ra t io n  which surrounded Mary’ s ex ecu tio n  in  1587,^^^ as 
w e ll a s  c o n ta in in g  an i l l u s io n  in  th e  theme o f p ra is e  f o r  K ing A rth u r’ s 
realm  to  E l iz a b e th ’ s hoped-for. v ic to r y  in  the  impending c o n f l i c t  w ith  
S p a in . A r e la t io n s h ip  between th e se  contem porary ev en ts  and The M isfo r­
tu n e s  o f A rth u r shows th a t  th e  gentlem en p la y e rs  of Gray’ s Inn  had 
c o n s tru c te d  a drama f i t  f o r  a queen, f i l l e d  w ith  in s t r u c t io n ,  e n te r ­
ta in m en t and b o th  tim e ly  and le a rn e d  re fe re n c e s .
S ince The M lsfo rtu n es  o f A rthu r was s ta g e d  a t  c o u rt i t  p robab ly
took  p lace  in  " th e  g re a t  chamber" a t  Greenwich, a room which Chambers
197a ls o  i d e n t i f i e d  as "a b an q u etin g  house", on a r a is e d  s tag e  w ith
s te p s  le a d in g  to  i t ,  in  an open p lace  b e fo re  a  background o f th re e
198independen t chambers o r "houses". There were q u ite  p o s s ib ly
See th e  a r t i c l e s  by E .H .W aller, G.Reese and VLA.Arm strong c i t e d  
in  fo o tn o te  192 f o r  f u r th e r  d e t a i l s  on the  h i s t o r i c a l  argum ents 
su rro u n d in g  The M isfo rtu n es  o f A rth u r .
As n o ted  by H.C.Grumbine in  h is  e d i t io n  of The M isfo rtu n es  o f 
A rth u r (B e r l in :  V erlag  von Emil F e lb e r ,  I 9OO), p .199*
F or more on Mary’ s execu tio n  see : J .E .N eale , Queen E l iz a b e th  I  
(London: Penguin Books, r p t . l 9 6 l  o f 1952 e d i t io n ) ,  p p .283-284.
^^7 Chambers, The E liz a b e th a n  Stage (O xford: C larendon P re s s ,
1923) ,  V o l . I l l ,  p .19 , 7/here p lay s  had been perform ed a t  Greenwich s in ce  
th e  tim e o f Henry V III .
E.K. Chambers, i b i d . , p. 30.
(99)
c o lo u r fu l  w all hangings around th e  s tag e  a re a  and a c u r ta in  may have 
"been u sed . The sce n ic  s e t t in g  o therw ise  d id  "not d iv e rg e  m arkedly 
from  th e  in te r lu d e  ty p e . . . t h e  p ro p e r t ie s  used  in  th e  a c tio n  /b e in g /
few  and sim ple .
The M isfo rtu n es  o f A rthur i s  ty p ic a l  o f the  k in d  o f drama which 
th e  gentlem en o f Grays Inn  p re fe r re d ,  works o f a  c l a s s i c a l  n a tu re  such 
a s  J o c a s ta  ( I 566) t r a n s la te d  from th e  Greek and w r i t te n  by George 
Gascoyne and F ra n c is  Kinwelm ershe, th e  "Comedy of E r ro rs  / l5 9 £ 7  ( l i k e  
to  P la u tu s  h i s  Menechmus, " F ra n c is  Beaumont’ s l o s t  masque o f the  
Olympien gods, the  In n e r Temple and Gray’ s Inn Mask (20  F e b . , I 6I 3) , 
and a  masque e n t i t l e d  U lysses and C irce  (13 J a n . ,  I 615) by  W illiam  
B r o w n e . T o  c o n s tru c t  h is  The M isfo rtu n es  o f A rth u r Thomas Hughes • 
u sed  a wide range o f c l a s s i c a l  and m edieval so u rces . He was 
a s s i s t e d  in  the  making o f t h i s  p lay  by F ra n c is  Bacon, th e  famous 
s ta te sm an , p h ilo so p h e r, and e s s a y i s t ,  who h e lp ed  d ev ise  the  Dumb 
Shows a lo n g  w ith  John L a n c as te r , o f whom l i t t l e  i s  know, C h ris to p h e r 
Y e lv e rto n , v;ho w rote th e  ep ilo g u e  to  G ascoigne’ s I 566 t r a n s la t io n  o f 
J o c a s t a , a n d  "o th e r"  ( T.M.O.A, , p . 343). As a c lo s in g  n o te  o f th e  
q u a rto  e d i t io n  rem arks, F ra n c is  F low er, John L a n c a s te r , and one 
"M aster Penruddock" (ab o u t a l l  th re e  o f whom v i r t u a l l y  n o th in g  i s  
known), " d ire c te d  th e se  p roceed ings a t  Court" ( T.M.O.A. , p .243).
In  a d d i t io n ,  two a l te r n a te  speeches were w r i t te n  f o r  th e  ghost of
^^^E.K.Chambers, i b i d . , p p .27, 23.
^^E .K .C ham bers, i b i d . , p p .320-321,233 and V ol. IV, p . 56.
A lthough J o c a s ta  ha.s on i t s  t i t l e - p a g e  th a t  i t  was t r a n s la t e d  from the  
G reek, modern s c h o la rsh ip  has argued i t s  immediate source was 
Lodovico D olce’ s Gio c a s t a  -  which u l t im a te ly  d e r iv e s  from E u r ip id e s ’ 
P h o e n issa e . See : G i o c a s t a  -  J o c a s ta : A T ra^ed ie  w r i t te n  in  Greeke 
b y  E u r i p i d e s ,  t r a n s l a t ed  and d i g e s t e d  i n t o  Acte  b y  jG. G a s c o ig n e  and 
l ^ a n c ^ 'kinwelm ershG . . .  1566 (London:  B e lle s  L e t t r e s  S e r ie s ,  I 906) .
^^^Seer George G asco ine, G iocasta  -  J o c a s ta : A T ra g é d ie , op. c i t .
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G o lo rio s  by W illiam  F u lbecke, a w r i te r  on law  and th eo lo g y  as  w e ll as
b e in g  "one o f th e  s o c ie ty  o f Gray’ s Inn" ( T.M.O.A. ,  p . 340), and an
In tro d u c tio n  by N ich o las  T ro tte ,  a n o th e r member o f Gray’ s Inn  ( T.M.O.
A . ,p .255) .  L i t t l e  i s  knov/n about Thomas Hughes h im se lf  a s id e  from
h i s  a u th o rsh ip  o f The M isfo rtu n es  o f A rthur and th e  f a c t  t h a t ,  a f t e r
m a tr ic u la t in g  and re c e iv in g  h is  B.A. from Queen’ s C o lleg e , Cam bridge,
he was e le c te d  a  fe llo w  o f h is  c o lle g e  by 1576 -  by which tim e he
202had  become a member o f the  S o c ie ty  o f Gray’ s Inn .
A l th o u ^  Hughes ta k e s  c r e d i t  f o r  hav ing  composed most o f The
Mi s f  o rtu n e s  of A rth u r (2..M.0.A, ,p . 259), th e  work has a l l  th e  marks o f
b e in g  a com posite , c o l la b o ra t iv e  p ro d u c tio n  made by a group of
academ ic te c h n ic ia n s  whose s p e c ia l ty  was law  and th eo lo g y . As f a r  as
we know, th e  p lay  was on ly  produced on th e  one o ccasion  in  1587-88
and Y/as th en  p r in te d  soon th e r e a f t e r  under th e  d i r e c t  su p e rv is io n  o f
Thomas Hughes. The r e s u l t in g  te x t  i s  u n u su a lly  f in e  f o r  th e  p e r io d ,
203a lth o u g h  on ly  two o r ig in a l  co p ies  a re  p re se rv e d . The f a c t  t h a t  
th e re  i s  no re c o rd  o f The Mi s f  o r tu n e s  o f A rth u r hav ing  been produced 
more than  once su g g es ts  t h a t  a l t h o u ^  i t  i s  a  so b e r , m o ra lly  u p r ig h t  
and lu c id  work, i t  was a d ram atic  f lo p .
Thomas Hughes used  b o th  S i r  Thomas M alory’ s v e rs io n  o f King 
A r th u r’ s dow nfall and G eoffrey  o f Monmouth’ s v e rs io n  to  produce The
POP
E.K. Chambers, The E liz a b e th a n  Sta.fre, o p .c i t . , V o l .H I ,  p p .348- 
349» F or more on th e  c o n tr ib u to r s  see : Jacques fiamel, "B io g rap h ica l 
N o tic e s  on th e  A uthors o f The M isfo rtu n es  o f A rth u r ( I 588) , "  N&Q 14
.(1967), pp.461-467.
As n o ted  by H.C. Grumbine in  h i s  e d i t io n ,  op . c i t . , p re fa c e , n .
p a g . , and by H a z l i t t  in  h is  e d i t io n ,  see : V/.Carew H a a l i t t ,  ed . The 
M isfo rtu n es  of A rth u r , p p .249-343 in  E n g lish  P la y s , V ol.IV  
l[^London: Seeves & T urner, I 874) ,  4 th  e d n . , r p t .  o f B odsley’ s 1744 
e d i t io n .  T his i s  the e d i t io n  o f The M isfo rtu n es  o f A rth u r quo ted  from  
th ro ughou t t h i s  t h e s i s ,  and w i l l  be a b b re v ia te d  as  T.M.O.A. in  t e x t  
r e f e r e n c e s .
(101)
M isfo rtu n es  o f A rth u r . The p lay  i s  e s p e c ia l ly  in t e r e s t i n g  as an 
a d a p ta tio n  o f romance "because H um es' c a r e fu l  s e le c t io n s  and r i g i d  
o rd e r in g s  o f A rth u rian  romance m a te r ia l  squeeze th e  d ram atic  v i t a l i t y  
o u t o f th e  romance leg en d s v/hich he uses* H is s t r i c t  d iv is io n s  of 
argum ents, Dum"b Shows, A c ts , scen es , and Choruses in  The M isfo rtu n es  
o f A rth u r condenses th e  s to ry  of A rth u r’ s dov/nfall in to  a  c o h e re n t, 
b u t t h e a t r i c a l l y  u n su c c e ss fu l, drama. He e x tra c te d  one in c id e n t  -  
M ordred’ s "betrayal and A rth u r’ s f i g h t  to  th e  d ea th  a g a in s t  M ordred -  
from  th e  lo n g  and com plicated  romance leg en d s a s  handed dovm "by S i r  
Thomas M alory and G eoffrey  o f Monmouth, and a ttem p ted  to  tran sfo rm  
t h i s  romance m a te r ia l  in to  a tra g e d y .
H um es’ t i t l e .  The M isfo rtu n es  of A r th u r , su g g es ts  t h a t  he w ished
to  l in k  h i s  p lay  in  th e  v iev /e rs’ mind w ith  M alory’ s Le M orte D’A rth u r .
M alory’ s v e rs io n  o f A rth u r’ s dow nfall in  "books tv/enty and tw enty-one
o f M orte D’A rth u r a re  o f a much h ig h e r  l i t e r a r y  q u a l i ty  than
205G eoffrey  o f Monmouth’ s "bare n a r r a t iv e  o f A rth u r’ s d o w n fa ll, and i t  
would "be to  Hughes’ advantage were h i s  audience to  view  th e  M isfo rtu n es  
a s  a  developm ent o f M alory’ s M orte.- Added to  t h i s ,  Hughes t r i e s  
remarka"bly h a rd  to  c re a te  a ’’c l a s s i c ’’ "by u s in g  Senecan s t r u c tu r a l  
p r in c ip le s ,  borrow ing l in e s  from Seneca’ s T hyestes ( a t  l e a s t  tw en ty - 
f o u r  tim es in  the  p la y ) ,  Agamemnon ( a t  l e a s t  f i f t e e n  t im e s ) ,  H ercu les  
O etaeus ( a t  l e a s t  n in e  t im e s ) , H ercu les fu re n s  ( a t  l e a s t  tw elve t im e s ) ,  
Troades ( a t  l e a s t  e leven  t im e s ) ,  Medea ( a t  l e a s t  s ix  t im e s ) ,
H ip p o ly tu s  ( a t  l e a s t  fo u r te e n  t im e s ) ,  Oedipus ( a t  l e a s t  s ix  t im e s ) ,  and
C o l l ie r  in  h is  p re face  to  Tlie M isfortu .nes o f A rth u r in  th e  
H a a l i t t  e d i t io n ,  £ £ . c i t . , su g g es ts  Hughes’ on ly  source i s  M alory’ s 
M orte . H.C.Grumbine argues th a t  G eoffrey  o f Monmouth i s  th e  p r in c ip a l  
so u rc e , a lth o u g h  he c i t e s  fo u r  s c h o la rs  who th in k  M alory i s  th e  
p r in c ip a l  so u rce . See: H a z l i t t  e d i t i o n ,p .253, H.C.Grumbine e d i t io n ,  
p p . l ? - l8 .
^^5 cqq; G eoffrey  o f Monmouth, The H is to ry  of The K ings o f B r i t a in  
(London: Penguin Books, L td . ,  1966)’"ed. by Lewis Thorpe, X .1 2 -X I.2 , 
p p .257- 261.
(102)
O ctav ia  ( a t  l e a s t  seven t i m e s ' ) , I n  a d d itio n  to  th e se  borrow ings 
from  Seneca, over th re e  hundred l i n e s  in  The M isfo rtu n es  o f A rth u r 
a re  borrowed d i r e c t l y  from Lucan’ s P h a r s a l ia ,^^^ and th e re  a re  a t  
l e a s t  e leven  in s ta n c e s  where m a te r ia l  has been borrowed from S t a t i u s ’ 
Thebaid.^ OG
The d ram atic  s t r u c tu r a l  p r in c ip le s  o f Seneca* s t r a g e d ie s  a re  
e s p e c ia l ly  prom inent in  The M isfo rtu n es  o f A rth u r , E u ^ e s  b u i ld s  h i s  
a d a p ta tio n  around a s t r i c t l y  o rd e re d , f iv e  A ct s t r u c tu r e  (w ith  two to  
fo u r  scenes an A c t) . The whole p lay  i s  fram ed by th e  appearance o f 
G o r lo is ’ ghost a t  th e  p la y ’ s v e ry  b eg in n in g  and end, t e l l i n g  th e  
aud ience  th a t  what th e y  w itn e ss  in  The M isfo rtu n es  o f  A rth u r i s  h is  
rev en g e . At th e  end o f each A ct a chorus ap pears  (once in  th e  m idd le ,' 
V . i .  /  V . i i ) ,  which m o ra liz e s  b u t g e n e ra lly  does n o t p a r t i c ip a te  in  
th e  a c t io n .  An anonymous n u n t iu s , o r  m essenger f ig u r e ,  ap p ears  a t  
s t r a t e g i c  moments ( T.M.O.A. , I I . i . , p . 2 8 0 f . ; I Y .i i . ,p .3 1 7 P « ) to  r e p o r t  
v io le n t  happenings which have tak en  p lace  o f f - s t a g e .  The d ram a tic  
fo c u s  i s  on th e  l a s t  s ta g e s  o f th e  A rthur-M ordred s t ru g g le .  C h arac te r 
developm ent i s  s t a t i c ,  w ith  the  p r in c ip a l  f ig u r e s  b e in g  s to ck  
c h a r a c te r iz a t io n s  o f a  nob le  k in g  (A r th u r) , a  d a s ta rd ly  v i l l a i n  
(M ordred), and a b e a u t i f u l , s in f u l  queen (G uenever). The p lay  h a s  a 
c o n s is te n t ly  m o ra liz in g  and d id a c t ic  to n e , w ith  an overabundant u se  
o f bombast and e p id e ic t i c  (speech  desig n ed  p r im a r i ly  f o r  r h e to r i c a l
Grumbine in  h is  c r i t i c a l  fo o tn o te s  in  h is  e d i t io n ,  op . c i t . , 
g iv e s  a d e ta i le d  l i s t i n g  of borrow ings from c l a s s i c a l  so u rc e s , 
p . 196 f .
^^7 ggg. Logan, "Hughes’ use  o f Lucan in  The M isfo rtu n es  o f
A r th u r ,"  R .E .S . 20 ( I 969) ,  p p .22-32; J .C . M axwell, "Lucan’ s F i r s t  
T r a n s la to r ,"  N&Q 192 (1 9 4 7 ),PP*521-522.
208 These p la c e s  a re  n o ted  as  w e ll by Ginmbine, o p .c i t . , on p . l9 6 f .
(103)
e f f e c t ) ,  i n t r o s p e c t iv e  s o l i l o q u ie s .
Hughes' debt to  Malory and G eoffrey of Monmouth l i e s  p r im a r i ly  in
h i s  use  o f  Malory’ s id e a  t h a t  Mordred I s  A r th u r 's  c h i ld  by i n c e s t
( T.M.O.A., "The Argument o f  the  Tragedy," p .260) and h i s  adop ting
G eoffrey  o f  Monmouth’ s v e rs io n  in  v/hich S i r  L auncelo t n e i t h e r  appea rs
n o r  i s  mentioned. The o th e r  e lem ents  borrowed from Malory in c lu d e  the
id e a  t h a t  the  h o r r ib l e  d iv i s io n  betv/een A rth u r  and Mordred should
serve  as  a  le sso n  to  the p re sen t  time ( T.M.O.A. , 2nd C h o ru s ,p p .296-  
210297) ;  the  sending of a  peace d e le g a t io n  from A rth u r  to  Mordred
( T.M.O. A. ,  I I , i i i . , p . 2 8 7  f f .) ;^ ^ ^  A r th u r ’ s p rem onition  of h i s  d e a th
212( T.M.O.A., I l . i v . , p . 311) Î • A rthu r  r e c e iv in g  a m o rta l  wound by 
Mordred’ s hand ( T.M.O.A., I V . i i . , p . 324);^^^ and th e  concept o f  A rth u r  
l i v i n g  on as  "The Once and Future  King" ( T.M.O.A., V . i . , p . 335)*^^^
The o th e r  e lem ents  which Hughes borrowed from G eoffrey of 
Monmouth’ s v e r s io n  of the  t a l e  in c lu d e s  the. background of A r th u r ’ s 
v i c t o r i e s  over the  Romans in  Europe, e s p e c i a l l y  a g a in s t  Lucius
The b e s t  s tu d ie s  of the  use  o f  Senecan dram atic  s t r u c tu r e  in  
E l iz a b e th a n  drama a re :  G.K. H unter, "Seneca & the  E l iz a b e th a n s ,"  
Shakespeare  Survey 20 (1 9 6 7 ) ,PP*17-26; H.B. C h ar l to n ,  The Senecan 
T r a d i t io n  in  Renaissance Tragedy (M anchester: U n iv e r s i ty  P re s s ,
1946] ;  F .L .L ucas , Seneca & E l iza b e th an  Tragedy ( Cambridge : U n iv e r s i ty  
P r e s s ,  1922) ;  J .ÏÏ .  C u n l i f fe ,  The In f lu en ce  of Seneca on E l iza b e th an  
Tragedy (London: MacMillan & C o .,” 1893) .  A su c c in c t  l i s t i n g  of 
Senecan t r a g i c  q u a l i t i e s  may be found in  I . E .  R uoff, Handbook of 
E l iz a b e th a n  & S tu a r t  L i t e r a t u r e , o n . c i i . , p . 376.
S i r  Thomas Malory, lo  Morte D’A rthu r (London: Penguin, 1969 
r p t .  ’ 76 ) ,  i n  two volumes, ed. by J .  Cowen, w ith  Bk.XXI, c h . l .
V o l . I I ,  p .5o7 '
i b i d . , Cf. w ith  Bk.XXI, c h .4 , V o l . I I ,  p . 512 f f .
i b i d . , Cf. v/ith Bk.XXI, c h .3, V o l . I I ,  p . 510 f f .
Cf. w ith  Bk.XXI, c h .4 .  V o l . I I ,  p . 514*
Cf. w ith  Bk.XXI, c h .7 ,  V o l . I I ,  p . 519*
(104)
T ib e r iu s  ( T.M.O.A., I l . i . j p p « 2 8 0 —2 8 l ) j  Mordred*s a t t a c k  a g a in s t
A rth u r  i s  g r e a t ly  s tren g th en ed  hy the  Saxon le a d e r  C h e lr ic  ( T.M.O.A.,
I l . i v . , p . 293 f ») j  ^ and f i n a l l y  Cador, Guenever*s guard ian  in  
G eo ffrey ’ s v e rs io n  h u t  h e r  f a t h e r  in  Hughes’ v e r s io n ,  becomes A r th u r 's  
com rade-in-arm s ( T.M.O.A.,1 1 1 . i . , p . 2 9 8
B elonging  d i s t i n c t l y  to  Hughes’ own v e r s io n  o f th e  t a l e  i s  
A r th u r ’ s r e tu r n in g  home n o t  knowing about the  t ro u b le  w a i t in g  in  s to re  
f o r  him in  B r i t a i n  ( T.M.O.A. , I , i . , p , 2 6 4 )  and Guenever b e in g  d eep ly  in  
lo v e  w ith  Mordred ( T.M.O.A. , I . i i . , p . 2 6 7 ) , a l though  d e c id in g  to  take  
h e r  r e l i g i o u s  vows as  soon as she h e a r s  o f  A r th u r ’ s r e tu r n  to  B r i t a i n  
( T.M.O.A. , I . i i « , p . 2 6 5  f . ) .  In  th e  f i r s t  case  King A r th u r ’ s 
m is fo r tu n e  i s  s t r e s s e d  by Hughes more than  in  e i t h e r  Malory o r  
G eoffrey , s in ce  he comes back th in k in g  he i s  the  g lo r io u s  v i c t o r .  In
th e  second c a se ,  Guenever i s  made in to  a  much more p re m e d ita t in g ,  
v i l l a i n o u s  woman than  she i s  in  the  o th e r  v e r s io n s .  Hughes a ls o  has  
Gawain d ie  in  the  l a s t  b a t t l e  " in  Cornwall f i e l d s "  in  h i s  a d a p ta t io n  
( T.M.O.A. , I V . i i . , p . 318, p . 321) ,  w hile  a t  th e  same time h e ig h te n in g  the  
d e v a s ta t in g  e f f e c t  o f  t h i s  l a s t  b a t t l e  by having  most o f  B r i t a i n ’ s 
g r e a t  men d ie  a t  once.
The M isfo rtunes  of A rthu r t r i e s  to  d i r e c t  the  r e a d e r ' s  a t t e n t i o n  
and comprehension by means of i t s  Dumb Shows and Choruses. There a re
218f i v e  Dumb Shows in  the  p lay ,  w hile  the  Chorus makes s ix  appearances .
A Dumb Show precedes  each A ct, the  f i r s t  Dumb Show ( T.M.O.A. , p .2 6 l)  
n a r r a t i n g  backgrbund m a te r ia l  and f o r e t e l l i n g  th e  even ts  of th e  ^
G eoffrey of Monmouth, The Histoi^r of Tlie Kinr^s of B r i t a i n , t r a n s .
& ed .b y  L.Thorne(London:Penguin ,1966)7cf » w ith  e sp .A .9 -  X .13 ,p p .2 5 0 -  
257. "T ib e r iu s"  in  T.M.O.A. i s  m is sp e l le d ,  m isp r in te d  o r  renamed w ith  
a  "T" from G e o ff re y 's  Lucius "H ib er iu s" .
i b i d . , Cf. esp . w ith  XI, 2, p . 258.
ib i d . , Cf. w ith  IX, 9 , p .2 2 l .
R esp e c t iv e ly ,  Dumb Shows: p p .261,279,297-298,315,328-399;
ChorusG8: p p .277-78 ,296- 97 ,312-313,326-327,330-335,335-336.
( 105)
fo l lo w in g  Act by meano of pantomime and th e  m an ipu la tion  o f  symbolic 
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o b je c t s .  Each o f  the  f iv e  Dumb Shows h e lp s  to  k n i t  to g e th e r
th e  p a s t  and f u tu r e  ev en ts  in  a s im i la r  f a s h io n ,  the  main d i f f e r e n c e s
betv/een th e  Dumb Shows be in g  the  i n t r i c a c y  o r  arcane q u a l i t y  of t h e i r  
220symbolic o b je c t s .  In  The M isfo rtunes  -of A rthu r th e se  Dumb Shows
a re  p a r t i c u l a r l y  o u ts ta n d in g  as "s tag e  d e v i c e / s /  fo r e ig n  to  S e n e c a . . .
/ t h e y  a r e /  a h e r i t a g e  of the  M iracle  and M o ra l i ty  p l a y s . . . /d e s ig n e d
t o /  r e l i e v e . . . t h e  tedium of much grave m o ra l iz in g  w ith  a l i t t l e  of the  
221s p e c t a c u l a r . "  The "Arguments" p reced in g  each Act and Dumb Show do 
n o t  appear to  have been in ten d ed  a s  s tage  speeches , b u t  a s  l i n e s  which 
H u ^ e s  added e s p e c i a l l y  f o r  the  p r in t e d  e d i t i o n .  Thus th e  Dumb Shows 
in  The M isfo rtunes  of A rthu r provide the  v i s u a l  argument, o r  e x p o s i t io n  
o f  the  im portan t themes v/ith pantomime and symbols, which h e lp ed  th e  
v iew er  a long  as  s i l e n t l y  as the  v/orkings of the  im ag in a tio n .
Whereas the  Dumb Shows r e f r e s h  the  v ie w e r 's  memory and previev/ 
th e  "coming a t t r a c t i o n s , "  the  Chorus se rv es  an a lm ost e x c lu s iv e ly  d id ­
a c t i c  r o l e  in  The M isfo rtunes  of A r th u r . The Chorus c a r e f u l l y  d i r e c t s  
aud ience  comprehension by p o in t in g  t o ,  in  one in s t a n c e .  Coloris* 
im portance as  the  i n i t i a l  cause o f  a l l  the  h o r r ib l e  ev en ts  ( T.M.O.A., 
p p .277- 278) o r  commenting on th e  d iv i s io n  between A rth u r  and Mordred 
a s  a  le s s o n  about th e  ru in  of c i v i l  v/ar v/hich a l l  B r i to n s  should  be 
m indfu l of ( T.M.O.A., p. 312). In  one in s ta n c e ,  in  A r th u r 's  dea th  
scen e ,  th e  Chorus a c tu a l ly  jo in s  i n t o  th e  p l a y 's  a c t io n s ;  comes on 
s ta g e  w ith  th e  c h a r a c t e r s ^ t h e r e d  around the  dying A rthu r  and p r a i s e s
In  view  o f the  i n t r i c a c y  of some of the  Dumb Shows in  The 
M isfo r tu n es  of A rth u r ,  E.K. Chamber's id e a  t h a t  th e  p r o p e r t i e s  were 
k e p t  "few and simple" ( p . 99 of t h i s  t h e s i s )  might be q u es t io n ed .
Such a s ,  f o r  in s ta n c e ,  th e  "Pj^ramis w ith  a l a u r e l  w reath  about 
i t "  i n  th e  f i f t h  and l a s t  Dumb Show ( S i r  F ra n c is  B a c o n 's ? ) ,  p . 329*
H.C, Grumbine, p .14, in  h i s  e d i t i o n  of The M isfo r tu n es  o f  
A r th u r , op. c i t .
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him f o r  h i s  v i r tu o u s  defense of the  rea lm , damns Mordred f o r  h i s  " l u s t  
to  r u l e "  ( 0 . A. , V . i . , e s p , p . 533)• Like a Senecan Chorus, Hughes* 
Chorus " p e r s o n i f ie s  the  i d e a l  s p e c t a t o r . . . t o  a id  the  audience to
pop
e x t r a c t  th e  p roper moral from what they  had ju s t  heard  dec la im ed ."
The abundance o f  Dumb Show and Chorus appearances a lm ost submerges
the  p la y  in  d i r e c t io n  s ig n a l s .  The v iew er i s  t o l d  v/hat to  observe so •
c o n s i s t e n t l y  and r i g i d l y  t h a t  the  a c to r s  and the  p lo t  appear to  be
l i t t l e  more than moral ta b le a u x ,  a s  in  Gorboduc ( 156I ) .  One f o r g e t s
one i s  b e in g  e n te r t a in e d ,  f e e l s  in s t e a d  t h a t  one i s  r e c e iv in g  a k in d  o f
i l l u s t r a t e d  l e c t u r e  on moral and p o l i t i c a l  v i r t u e s .  Hughes* p o s s ib ly
made th e  Dumb Shows and Choruses prominent because h i s  source m a te r i a l s
had so many c h a r a c te r s  and e v e n ts .  Therefore  once he " re d u c e d . . .The
223M isfo r tu n es  o f  A r th u r . , . i n t o  t r a g i c a l  n o te s"  ( T.M.O.A. , p . 259) from , 
t h i s  l a r g e  amount o f  m a te r i a l ,  he in ten d ed  to  keep the  r e a d e r ' s  
a t t e n t i o n  c o n ce n tra te d  on a few im portan t a s p e c ts .  He was n o t going ' 
t o  a l lo w  any romance meandering of c h a r a c te r  and s i t u a t i o n .
A word a ls o  needs to  be s a id  about the  use which Hughes made o f 
romance p e r s o n a l i t i e s .  We have, i n  the  f i g u r e s  o f  A rth u r  and Guenever 
in  The M isfo rtunes  o f  A r th u r , a s to r y  of th e  r e tu r n in g  h e ro ,  the  n o s to s  
o r  home-coming theme -  in  v/hich th e  s tay-at-hom e wife has grown 
im p a t ie n t  and v en g e fu l ,  the  r e tu r n in g  husband has grown v/ar-weary and 
mellow. The s to ry  of A rthur and Guenever in  Hughes' v e r s io n  i s  a  da ik  
v e r s io n  of an " I th acan "  r e tu r n ,  when, in  the  "hundreth  months" ( T.M.O.
• H.C. Grumbine, op. c i t . , p .? .W ith  r e s p e c t  to  the  fu n c t io n  of the
chorus  in  t h i s  p la y ,  one may no te  a s i m i l a r i t y  to  the  "M irror f o r  
M a g is t ra te s "  fu n c t io n  of p reach ing  to  th e  Queen — a q u a l i t y  o f  Gorboduc 
as  w e l l .  S e e :J .S .N e a le ,  Queen E l iz a b e th  I ,  o p . c i t . , p . 203; and David 
B ev ing ton , Tudor Drama & P o l i t i c s  (Cambridge, M ass.: Harvard U n iv e r s i ty  
P r e s s ,  1968) ,  pp.153-155•
Hughes h im se lf  wrote t h i s  d e s c r ip t io n  of h i s  i n t e n t i o n s  in  
T.M.O.A., in  a  note  p reced ing  the  f i r s t  Act. By "reduced" Hughes meant 
more than  change in to  a sm a lle r  form, s ince  in  th e  l 6 t h  cen tu ry  th e  
word a ls o  meant " to  b r in g  back" o r  simply " to  convey". See: OED.
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A», P»3Q7 ) a f t e r  he l e f t  home to  f ig h t  in  fo r e ig n  w ars, the w arrior— 
k in g  re tu rn s  to  f in d  h is  son sh arin g  the Queen's bed and c la im in g  the  
k in g sh ip . Upon h is  return to  England Arthur c o n fe s se s  to  two c lo s e  
f r ie n d s  th a t  he i s  a fr a id  he has now come to  the end o f  h i s  adventur­
ous l i f e .  A fter  a l l  h i s  su c c e s se s  abroad he has grown ca u tio u s  a t  
home; even the memories o f  the r is k s  he has taken in  the p a st  scare him: 
"Now mine o f t 'n e s t  escapades do scare me most" ( T.M .O .A., p p .3 0 2 -3 0 3 ).
A romance i s  a s to r y  o f  fr e s h  hopes and p o s s i b i l i t i e s ,  but a f t e r  an 
u n u su a lly  fo r tu n a te  l i f e  A rth ur's lu ck  has run o u t.
T ragic e lem ents have been n oted  as b e in g  part o f  th e  romance
224fa b r ic  s in c e  the O dyssey. The ending o f  a romance o fte n  depends 
upon what appears to  be an ir r e v e r s ib le  t r a g ic  s i t u a t io n  b e in g  
suddenly rev ersed  to  a joyous s i tu a t io n .  Thus a t th e  end o f  th e  
O dyssey Odysseus r id s  h is  household  o f  the s u ito r s  and f r e e s  h is  w ife  
from en forced  m arriage, h is  son from p o s s ib le  death; in  the A eth io p ica  
C h a r ic lea  and Theagnes are about to  be burned a l iv e  v/hen C h a r ic le a 's  
tru e  id e n t i t y  i s  d isco v ered  and the couple in s t a n t ly  becomes the h e ir s  
d e s ig n a te ;  w h ile  in  the Orlando F urioso  Ruggiero i s  accused  o f  treason  
and fo r c e d  to  f ig h t  Rodomont (who a t  an e a r l i e r  p o in t in  the romance 
s in g le -h a n d e d ly  fou gh t o f f  most o f  the c i t y  o f  P a r is )  -  o n ly  to  have 
R uggiero k i l l  Rodomont and then h a p p ily  marry Bradamant.
M alory u p se ts  t h i s  romance n a rra tiv e  p a ttern  in  l e  Morte D'Arthur 
and ends h i s  t a le  in  the ru in s o f  the romance world which he had so  
c a r e f u l ly  co n stru c ted . The M isfortunes o f Arthur t r i e s  to  rep ea t the  
l a s t  d e v a s ta t in g  a c t s  o f M alory's s to r y  w ith ou t evok ing  th e  romance 
sen se  o f  wonder and f a i r y - t a l e ,  o f  im agin ative  r ic h n e s s . Hughes' 
p la y  i s  a form o f l i t e r a t u r e  which attem pts to  produce a t a l e  o f  lo v e  
and ad ven tu re, o f f e r  a sy n c r e t ic  b len d in g  o f d iv er se  so u r c e s , c r e a te  a
Indeed , A r i s t o t l e ' s  a ttem pt to  c l a s s i f y  the  Odyssey as a t rag ed y  
was u n s u c c e s s f u l , a s  has a lre ad y  been no ted . See: C h . I I . , p p . l 3 “ 14*
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sense  of ep ic  grandeur and t r a g i c  dep th  and in c lu d e  an admixture of 
h i s t o r y  and n a t io n a l  myth. I t  i s  t r u e  to the  second, f i f t h ,  s i x t h ,  
seven th  and t e n th  concep tions  o f  romance as  g iven in  the  in t ro d u c t io n  
to  t h i s  s tudy , Vidiat Hughes se rv es  up in  h i s  d ram atic  m ix tu re  i s  a 
romance which has  l o s t  i t s  s p a rk le ,  a r ip p e d - o f f  p iece  of the  A rth u r­
ia n  romance t a p e s t r y .
The cu lm in a tin g  p a r t  o f  Hughes' p la y ,  A rthur*s  d e a th  scene , i s  
t ransfo rm ed  in to  a  heavy-handed d is c u s s io n  of the  meaning and worth of 
Arthur* s P y r rh ic  v i c to r y .  Even the  hope of r e g e n e ra t in g  A r th u r ian  
g lo ry  which Malory h e ld  ou t a t  the  end of Morte I)*Arthur w ith  the  
"Once & F u tu re  King" id e a  i s  com pletely  n u l l i f i e d  in  The Mi s f  o r  tun es of 
A r th u r . A f te r  A rth u r  has  re c e iv e d  h i s  m o rta l  wound in  The M isfo rtu n es  
o f  A rth u r  and h i s  men a re  c a r ry in g  him o f f  to  d ie  h i s  l a s t  words a re ;
This on ly  now I  c r a v e . . .
. . . l e t  i t  soon he fo rg o t  
. . .w h e re  A rthur f e l l ;
. . . l e t  my dea th  and p a r tu re  r e s t  ohscure .
But l e t  my c a rc a ss  lu r k ;  yea, l e t  my d ea th  
Be aye unknov/n, so t h a t  in  every, co as t  
I  s t i l l  he f e a re d ,  and look*d f o r  every  hour.
( T.M.O.A.
A ll  th e  magic atmosphere which Malory c r e a te d  su rround ing  Arthur* s 
l i f e  and d e a th  i s  e ra se d  and re p la c e d  w ith  p r a c t i c a l  p o l i t i c s  and 
re a so n a b le  dramaturgy in  Thomas Hughes* The M isfo rtunes  of A r th u r .
Robert Greene* s The H is to ry  o f  Orlando F u r io s o , One of The 
Twelve P ee rs  of France -  Romance a s  Sheer Confusion 
. W.W.Greg in  h i s  exhaustive  t e x tu a l  a n a ly s is  of Robert Greene*s 
The H is to ry  o f Orlando F urioso  r e p o r t s  t h a t  the  Queen* s Men a c q u ired  
the  p la y  in  autumn of 1591 and th e  " p r o b a b i l i ty  seems to  be t h a t  th e y  
a c te d  i t  on 26 December t h a t  y e a r , . . ^ w n i l e  l a t e r ^ * • « th e y . . . p a r te d  
w i t h . . . t h e  m anuscrip t of O rlando. . . / a n d  i ÿ  passed  in to  th e  hands o f  
pj, serVcint to  the  Lord Admiral, a t  the  time a c t i n g  w ith  Lord
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S t r a n g e 's  company." ^ IVhile Thomas Hughes* The M isfo r tu n es  of A rth u r  
was e s s e n t i a l l y  an academic p lay  c a te r in g  towards a le a r n e d ,  a r i s t o ­
c r a t i c  audience and s p e c i f i c a l l y  a t te m p tin g  to  provide  Queen E l iz a b e th  
w ith  p o l i t i c a l  c o u n s e l l in g ,  G reene 's  The H is to ry  o f  Orlando F u r io so  
was designed  by Greene and produced by the  Queen's Men and then  by 
S t r a n g e 's  Men and the  A dm ira l 's  Men to  e n t e r t a i n  a popu la r  aud ience .
The su ccess io n  of th e a t r e s  i n  which The H is to ry  of Orlando F u r io so  was 
shown b e g in s  w ith  The T hea tre ,  the  o ld e s t  E l iz a b e th a n  p u b lic  t h e a t r e ,
th e n  moves to  The C u rta in ,  The Rose and f i n a l l y  ou t to  th e  "suburbs"  of
226E l iz a b e th a n  London to  th e  Newington B u t ts  th e a t r e  in  S u rrey .  The
le a d  comic r o l e  of the  clown may have f i r s t  been p layed  by Samuel 
227Rowley, w hile  i t  a lmost c e r t a i n l y  "con ta ined  a f a t  p a r t  f o r  A lleyn
, . .  / in d e e d ^  a ty p ic a l  p a r t . . . / i n  th e  le a d  r o le  o ^  Orlando /w ho / i s  by
228t u r n s  a w a r r io r ,  lo v e r  and l u n a t i c ,  and f u r io u s  in  each  .d i s g u i s e . "
»
The H is to ry  of Orlando Furioso  was even graced  w ith  a showing
229b e fo re  Queen E l iz a b e th  h e r s e l f ,  the  one problem w ith  the  p la y  a t  
th e  time when i t  was f i r s t  produced b e in g  t h a t  t h i s  success  went to  
G reen e 's  head and he a ttem pted  to  s e l l  perform ing r i g h t s  to  two
. ^ W.W.Greg, T//o E l izab e th an  Stage Abridgements; The B a t t l e  o f  
A lc az a r  & Orlando Furioso  -  ^  Essay In  C r i t i c a l  B ib lio g rap h y  
(O xford; Clarendon P re s s ,  1923), PP*352-353«
226 The success ion  of a c t in g  companies and t h e a t r e s  i s  g iven by 
A. Harbage, A nnals , op. c i t . , p p .246-247, 242.
As W.W. Greg, Two E l izab e th an  Stage A bridgem ents, op . c i t . , 
p . 353, sugges ted .
G.B. H a rr iso n , E l izab e th an  P lays  & P la y e r s , (London; G. 
Routledge & Sons L t d . ,  1940), pV*9Û.
As l i s t e d  on the  t i t l e - p a g e ;  "As i t  was p l a id  b e fo re  the  
Queenes M a ie s t ie . "  See ; THE HISTORIE OF Orlando F u r io so  One o f th e  
twelve P ie re s  of F ran ce ( London; John B a n te r , 1594) • d • ià* numDer; 
0 .3 4 .0 .3 3 7 ^
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d i f f e r e n t  companies a t  th e  same tim e, ^ Edward A l le y n 's  p a r t  in  the
w idespread  p o p u la r i ty  of The H is to ry  of Orlando F u r io so  i s  e s p e c i a l l y
im p o r tan t  s in ce  the  p lay  may he s e e n .a s  a  v e h ic le  f o r  A lley n , the  le a d
p a r t  o f  Orlando i s  f i l l e d  w ith  the  a c t o r ' s  q u a l i t i e s  f o r  which A lleyn
i s  remembered, a "heavy and ro b u s t io u s "  s t y l e , a  " s t r u t t i n g  and
232be llo w in g "  type of a c t in g  which was admired d u r in g  th e  1 ^90*8 in  
E l iz a b e th a n  England "but a f te rv /a rds  was co n s id e red  lu d ic ro u s ,
The H is to ry  o f  Orlando F u r io so  i s  a l s o  a f i n e  example of 
E l iz a b e th a n  popu la r  drama, as  opposed to  E l iz a b e th an  c o t e r i e  o r  
" p r iv a te "  drama -  t h a t  s ty le  of drama p layed  a t  th e  B l a c k f r i a r ' s  o r  
W h i t e f r i a r ' s  th e a t r e  and t y p i f i e d  by such works as  John B ay 's  The 
I s l e  of G u lls  o r  Beaumont* s 'The Knig-ht of the  Burning P e s t l e ,  As . 
A lf r e d  Harbage d e f in e d  t h i s  d i s t i n c t i o n  in  Shakespeare and the  R iva l 
T r a d i t i o n s ;
The term s ' p u b l ic '  and 'p r i v a t e '  / t h e a t r e /  are  
a p p l ic a b le  in  a number of ways. The one s tage  i s  
wide as  th e  v/orld, the  o th e r  narrow as the  gardens 
o f  Cynthia or the  chambers of the  nouveau r i c h e . The 
one r e p e r to r y  ad d resses  i t s e l f  to  the  i n t e r e s t  of a 
community, the  o th e r  to  the  p reoccupa tions  of a 
c l iq u e .  The p u b lic  p lays  emphasize a c t i o n ,  th e  p r iv a te  
ones a t t i t u d e s ;  the  p u b l ic  p lays  v a l i a n t  o r  
v i l l a i n o u s  deeds, the  p r iv a te  p . .  
ones c le v e r  o r  s tu p id  schemes.
The H is to ry  of Orlando F u r io so  ap p ea ls  to  a  number of E l iz a b e th a n
W.W. Greg, T-no E l izab e th an  Stage Abridgements, p. 125.
G.B. H a rr iso n , E l izab e th an  P lays  & P la y e r s , op. c i t . , p p .47-48 .
William A. Armstrong, "Shakespeare & the  A cting  of Edward 
A l le y n ,"  Shakespeare Survey 7 (1954), p p .82-89, above quote p p .83- 84 .
G.B. H arrison , E lizab e th an  P lays  & P la y e r s , p p .47-48.
A lf red  Harbage, Shakespeare and The R iva l T r a d i t io n s  (New York; 
M acmillan, 1952), p .86. One should  no te  here  th a t  a lthough  contemporary 
s c h o la r s h ip  ag rees  t h a t  H arbage 's  f in d in g s  about th e  two k in d s  of 
E l iz a b e th a n  th e a t r e  are  b a s i c a l l y  sound, H arbage 's  arguments a re  
perhaps o v e rs im p l i f ie d .
( I l l)
p o p u la r  i d e a l s  and t a s t e s :  themes of courage and m a j e s t y , s w o r d  
f i g h t i n g ,  ^ the  va lue  of a co n s ta n t  w o m a n , " r o u g h  clovnage and 
h o r s e p la y ,"  ^ and the  popular  i d e a l s  o f  " fam ily  s o l id a r i ty " ^ ^ ^  and 
a man of o u ts ta n d in g  c h a r a c te r  who can overcome h i s  s u f f e r in g s .
The a u th o rsh ip  of The H is to ry  of Orlando F urioso  i s  g e n e r a l ly  
a s c r ib e d  s o le ly  to  Robert Greene, a lthough  a t  tim es th e  p lay  shows the 
in f lu e n c e  of George P e e l e 's  w r i t i n g s . A s  w ith  Greene’ s e a r l i e r  
d ram a tic  e f f o r t s  in  The Comicall H i s to r i é  o f  A1phonsus King o f Aragon 
(v/r. 1588jpub ,1599) ,  the  s ty le  of the  p lay  i s  in d eb ted  to  Marlowe -  
a l th o u g h  la ck in g  any of Marlowe’ s genuine sense of h e ro ic  g randeur. 
Greene’ s c re a t io n  o f  The H is to ry  of Orlando F u r io so  was timed to  
"cash  in "  on the  c u r re n t  i n t e r e s t  in  A r io s to 's  Orlando F u r io s o , 
occas ioned  by th e  appearance of H a r in g to n 's  t r a n s l a t i o n  in  th e  autumn 
o f  I 59I '  Minor d e t a i l s  in  The H is to ry  o f  Orlando F u r io so  show t h a t
242Greene made g re a t  use  o f  H aring ton’ s t r a n s l a t i o n ,  a  r e s p e c t  which 
H aring ton  d id  no t r e tu r n  to  Greene -  r e f e r r i n g  to  The H is to ry  o f
F o r  more on courage as a popu la r i d e a l  see : Harbage, i b i d . ,
p p .177- 178.
2 36 For more on m ajes ty  as  a popu la r  i d e a l  see : Marion Jo n es ,  "The 
Court and the  D ra m a t is t s ,"  S-u-A. _S. 9 ( l9& 6),PP*l& 9-19& ,ssp .p .l70 .
For more on sword f ig h t in g  a s  a popu la r  t a s t e  see : W.W.Greg, 
o p . c i t , , p p .294, 346.
F o r more on the  popu lar  t a s t e  f o r  clov/ning and h o rse p lay  see: 
W.W.Greg, i b i d .p . l3 4 ?  Harbage, The R ival T r a d i t i o n s , p p .82-83.
F or more on " fam ily  s o l i d a r i t y "  as  a p o p u la r  i d e a l  see : Harbage, 
i b i d . , p. 252.
240 Harbage, i b i d . , p p .177-178.
E.K.Chambers claimed t h a t  Pee le  s t o l e  l i n e s  from G reene 's  The 
H is to ry  of O r lan d o  F urio so  f o r  Old W ive's T a le , w hile  W.W.Greg 
clailmed th a t  G reene"sto le  l i n e s  f rom  The Old Wive ' s T a l e  f o r  The I l i s -  
t o r y  o f  O r l an d o  Fur i o s o .See: E .K .Chambers,The E l i z a b e t h a n  S ta g e , o p .c i t . 
V ol. I c-p. 378 ;W. vV.G r e g , IVo E liza b e th an  S t a g e  A b r i d g e m e n t s , o p . c i t . p . 133 f .
W.W.Greg, i b i d . , p p .126-127»
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Orlando F u r io so  w ith  contempt a s  "Orlando F o o l i o s o . "  ^3 Modem c r i t i c a l  
o p in ion  has tended to  agree more w ith  H arington than  w ith  th e  E l i z a b e t ­
han p u b l ic .  The e d i t o r  o f  Greene’ s complete works, J .C h u rto n  C o l l in s ,  
sug g es ted  t h a t  The H is to ry  of Orlando F u r io so  has "no c o n s is te n c y  in  
in c o n s i s te n c y ,  no chain  of th o u g h t,  n o th in g  im paired  b u t  a l l  d ish ev ­
e l l e d . B u t  the  success of Greene’ s The H is to ry  of Orlando F u r io so  
in  i t s  ovm time sugges ts  t h a t  in  i t s  own way i t  i s  a s u c c e s s fu l  p lay ,  
f o r  " in  gen era l  the  London p laygoers  / o f  the  age o f  S h ak esp ea re /  were 
r i g h t  about th e  p la y s .  The number o f t h e i r  s h i l l i n g s  s u p p l ie s  about
th e  same ’ p r e f e r e n t i a l  r a t i n g ’ t h a t  our volumes o f  c r i t i c i s m  have 
24 5s in ce  su p p l ie d ."  V.Tiat th e re fo re  i s  th e re  in  t h i s  odd a d a p ta t io n  o f  
Orlando F u r io so  which made E l iza b e th an  a u d ie n c e fp re fe r  i t  when modem 
c r i t i c s  shun i t ?
A g e n e ra l ,  i n i t i a l  im pression  v/hich a c a r e f u l  r e a d e r  w i l l  have of 
The H is to ry  of Orlando F u r io so  i s  of a p lay  v/hich i s  su c c e ss fu l  
p r im a r i ly  because of i t s  r i o t o u s  energy. In  The H is to ry  o f  Orlando 
F u r io so  Robert Greene c re a te d  a t h e a t r i c a l  im i ta t io n  o f  sh ee r  confus­
io n .  The H is to ry  of Orlando F u rio so  appears  as  a k in d  o f b i z a r r e  
c a b a re t  s t a r r i n g  the  Emperor of A f r i c a ,  the  S u l tan  of Egypt, the  Kings 
o f  Cuba, Mexico, and "the I s l e s , v a r i o u s  com ple tely  a l t e r e d
As no ted  by Townsend Rich, Harina:ton & A rio s to  -  A Study in  
E l iz a b e th a n  Verse T ra n s la t io n  (New Haven: Yale U n iv e rs i ty  P r e s s , 1940),
pHjBl "
J .C hurton  C o l l in s ,  The Fla y s  & Poems o f  Robert Greene, V o l . I I  
(Oxford: Clarendon P re s s ,  I 908) ,p .2 1 9 .  The H is to ry  o f Orlando F u r io s o , 
•One o f the  Twelve P eers  of F ra n c e , p p .223-265, t h i s  i s  the  e d i t io n  of 
the  p lay  I  s h a l l  quote from throughout th e  e ssay .
A lf red  Harbage, Shakespeare* s Audience (New York: Columbia 
U n iv e r s i ty  P re s s ,  1941, r p t .1 9 6 9 ) ,  P.15^*
By v/hich i t  i s  com ple tely  u n c le a r  what Greene in te n d s ,  p o s s ib ly ,  
s in ce  the  a c t io n  i s  ta k in g  p lace  in  A fr ic a  -  the  Canary I s la n d s  o f f  the  
c o a s t  o f  A fr ica ?  See: The H is to ry  o f  Orlando F u r io s o , I . i . , p . 225 
T.H.O.O.F. w i l l  be the  a b b re v ia t io n  used  th roughout t h i s  e ssay .
(113)
c h a r a c te r s  from A r io s to 's  Orlando F u r io s o , two clowns, a  few s a t y r s ,  a 
f i d d l e r  named "Shan the F id id e ld e ro "  ( T.H.O.O.F. , I V , i i . 1.1115) -  v d th  
th e  a c t io n  rang ing  ac ro ss  the  c o n t in e n t  of A f r ic a ,  "from sev e n -fo ld  
Nylus to  Taprohany" ( T.H.O.O.F. , I . i . l l ) . This e n e r g e t ic  concoction  of 
t h e a t r i c a l  s u p e r l a t i v e s  s h i f t s  i t s  a t t e n t i o n  in  hugger-mugger fa s h io n  
from the  s iege  of c a s t l e s  and the  f l i g h t  o f  g re a t  lo r d s  to  th e  sudden, 
in c re d u lo u s  madness o f  th e  p l a y 's  hero  -  and so e r r a t i c a l l y  onwards -  
always changing n a r r a t i v e  d i r e c t i o n ,  never  making i t s  mind up about 
what i t  wants to  emphasize, w i ld ly  producing a l l  s o r t s  o f  ad v en tu res ,  
ou trageous  metaphors and o u t r ig h t  m arve ls .
G reen e 's  The H is to ry  o f Orlando F u r io so  i s  no t  the  work o f  a 
f i r s t - c l a s s  p layw righ t and the  i n t e n t io n  he re  i s  n o t to  t r y  and j u s t i f y  
v/eak dramaturgy'’ by invoking  the  m u lt iv e rs e  n a tu re  of romance. One 
should  be aware, however, t h a t  th e  sense o f  confusion  v/hich Greene 
c r e a t e s  in  The H is to ry  o f  Orlando F u r io s o , t h i s  s p l a t t e r  o f  lo o s e ly  
connec ted  in c id e n t s  and l i g h t l y  ske tched , well-known f ig u r e s  from a 
famous s to r y ,  does produce a  p le a s in g  e f f e c t .  Whether he r e a l i z e d  i t  
o r  n o t ,  Greene v/as wo ik in g  in  accordance w ith  the  n a tu re  o f  romance by 
em phasizing n a r r a t i v e  m u l t i p l i c i t y  and p lo t  i r r e g u l a r i t i e s  in  a p lay  
in  which the  p r in c ip a l  concern i s  the  r e s i l i e n c e  and re ju v e n a t io n  o f 
h i s  two p r o ta g o n i s t s ,  Orlando and A ngelica .
The H is to ry  of Orlando F u r io so  i s  only  f a i n t l y  s im i la r  in  p lo t  
development to  A r i o s t o 's  Orlando F u r io s o . I t s  s t r e n g th  does no t  come 
from b e in g  an a c c u ra te  rep ro d u c tio n  of A r i o s t o ' s  m a s te rp iec e .  The p lay  
a s  a whole i s  rough ly  based  upon th e  episode  in  th e  Orlando F u r io so  
v/here Orlando goes mad when he d is c o v e rs  A ngelica  and Medor a re  lo v e r s  
( O .F . , C. 23, st.lOO f . ) .  In  G reen e 's  v e rs io n  Orlando i s  s t i l l  one of 
Charlem agne's  g re a t  he ro es  who goes mad because o f  u n re q u i te d  lo v e ,  
the  s o rc e re s s  M elissa  makes a b r i e f  appearance as  O r lan d o 's  h e a l in g  
e n c h a n tre s s ,  and A ngelica  i s  s t i l l  pursued by many worthy k n ig h ts  and
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a  few passages  a re  'borrowed d i r e c t l y  from th e  Orlando F u rioso . ^7 
Like Ariosto* s Orlando F u r io s o , Greene’ s The Hi s to ry  o f  Orlando
a t tem p ts  to  he a w'orld-wide adventure  s to r y ,  b eg in n in g  v/ith an 
assem bly of i n t e r n a t i o n a l  le a d e r s  vy ing  f o r  Angelica* s hand in  m arriage  
( T.H.O.Q.F. , I . i . ) and in c lu d in g  a r id i c u lo u s  in ten d ed  in v a s io n  of 
A f r i c a  by Mexico ( T .H .O .p .F . ,  I . i .2 0 ^ -2 1 3 ;I I . i .7 42 -78? ) .
The most o u ts ta n d in g  d e p a r tu re s  from the  o r i g i n a l  Orlando F u r io so  
in  Greene*s The H is to ry  of Orlando F u r io so  are  A ngelica  becoming a 
p a t t e r n  o f  f i d e l i t y  eq u iv a len t  to  S h ak esp ea re 's  Imogen in  C7,/mbeline, ^ ^  
Medor becoming A n g e l ic a 's  s e r v a n t ,  the  c h ie f  v i l l a i n  o f  the  s to r y  b e ­
coming S ac rapan t,  M a rs i l iu s  becoming b o th  A n g e lica ’ s f a t h e r  and King
249o f  A f r i c a ,  and Brandim art becoming one of O rlan d o 's  w ors t enemies.
247 Cf. e sp . Orlando F u r io s o , C. 23, s t .1 1 2  f . w ith  The H is to ry  of 
Orlando F u r io so  I I . i . p . 240 f . ,  O .F . ,C. 2 4 , s t . 5  v â th  T.H.O.O.F. I I . i .  
p . 243; O.F. C. 27, s ts .1 1 7  ( 1 s t  four- l i n e s ) ,  121 ( l a s t  fo u r  l i n e s )  
w ith  T.H.O.O.F. I I . i . p p .242-243.
The f i r s t  d o c to ra l  t h e s i s  on th e  s u b je c t  of comparing The Historyr 
o f  Orland.o F u r io so  and the  Orlando F u r io so  was w r i t t e n  in  1B9B by 
Jakob Schoemb a t  the  U n iv e rs i ty  of S tra sb u rg .  See: Jakob Schoemb, 
" A r io s to 's  Orlando F u r io so  in  der en g l isch e n  L i t t e r a t u r  des 
Z e i t a l t e r s  de r  E l i s a b e th , "  (Soden a .  T . , 1898) .  See a lso  : C.%. Lemmi, 
"The Sources o f  G reene 's  Orlando F u r io s o ,"  M.L.H. 31 ( l 9 1 ^ ) ,PP»d40-441,  
and M.Ro M o rr iso n 's  expansion o f the  same a n a ly s i s  in  M.L.H. 49 (1 9 3 4 ) ,  
pp.449-451.
There are  a number of i n t e r e s t i n g  s i m i l a r i t i e s  between the  
H is to ry  of Orlando F u rioso  and S h ak esp ea re 's  Cymbeline which have no t 
been n o t ic e d  by c r i t i c s :  l )  The c h a r a c te r  s i m i l a r i t y  between A ngelica  
and Imogen; 2) A ngelica  and Imogen's e x i l e  in  d i s g u i s e ;  3) The r e tu r n  
appearance of the  d isg u ise d  hero who saves the  l i f e  o f  the  k in g ,  w ith  
Orlando and Posthumous Leonatus; 4 ) The c h a r a c te r  s i m i l a r i t y  between 
A n g e l ic a 's  Medor and Imogen's P is a n io .
Y/hereas the r o le s  they  p lay  in  th e Orlando F u rioso  are:
A ngelica  b a i t s  and u ses  men f o r  h e r  own ends throughout the  work, u n t i l  
Cupid ta k e s  revenge on h e r  and has  h e r  f a l l  in  love w ith  Medor whom 
she e v e n tu a l ly  m a rr ie s  ( O.F. C. I 9 , s t . l 7  f . ) j  S acrapan t i s  a m inor, 
Saracen champion, th e m a t ic a l ly  im portan t a s  one of A n g e l ic a 's  many 
ad m ire rs  ( ^* 1 , s t .38 f . ) ;  M a r s i l iu s  i s  King of Spain and one of 
Agraraant's  a l l i e s ,  having n o th in g  to  do w ith A n g e lica , f a t h e r  of 
F io r d i s p in a  (C. 1 , s t . 6  f . ; C ,  24, s t . l l O  f . ) ;  Bran dim art i s  O r la n d o 's  
c lo s e s t  f r i e n d  in  the  Orlando F u r io so  and e v e n tu a l ly  d ie s  by h i s  s id e  
in  b a t t l e  (C. 41, s t .6 8  -  C. 42, s t . l 9 ) «
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Yfît, .The. H is to ry  o f  Orlando F u r io so  c r e a te s  the  im pression  o f b e in g  a 
u n i f i e d  whole w ithou t fo l lo w in g  H um es' method of s t r a i g h t - j a c k e t i n g  
h i s  m a te r i a l s  v/ith Senecan s t r u c t u r a l  p r in c ip l e s  and then  su p p o r t in g  
the  p lay  from the  in s id e  w ith  an a sso r tm en t of t r a n s l a t e d  passages  
from c l a s s i c a l  so u rces .
The H is to ry  of Orlando F u r io so  borrows a sense  o f  n a r r a t i v e  
u rgency  and dram atic  energy from A r io s to ’ s Orlando F u r io s o . The 
c h a r a c te r s  a re  p reoccupied  w ith  a c t io n  and ad v en tu re ,  and l i t t l e  
room i s  g iven to  p sych o lo g ica l  expansion . V/hereas in  the  Orlando 
F u r io so  p sy ch o lo g ica l  resonance was su p p lied  by A r i o s t o ' s  n a r r a t i v e  
a s id e s ,  Greene removes the  n a r r a t i v e  a s id e s  in  h i s  a d a p ta t io n ,  keeps 
the  s t o r y ' s  l i v e l i n e s s ,  and subsequen tly  removes th e  frame which gave 
th e  a c t io n  g r e a te r  meaning. He s t i l l  keeps a sense o f  o rd e r ,  however, 
even t h o u ^  th e re  i s  nobody p re se n t  to  e x p la in  c h a r a c te r  m o t iv a t io n s ,  
to  p i t y  Orlando o r damn A ngelica .
A key p o in t  which needs to  be u n d e r l in e d  about The H is to ry  o f  
Orlando F u r io so  i s  th e  way in  v/hich, as  M urie l Bradbrook s a id  o f  a 
s i m i l a r l y  l i v e l y  p la y ,  The Old V/ive's T a le , "d ram atic  v i t a l i t y . . .
' r u l e s  the  d i s o r d e r . T h e  t h i r d  Act of The H is to ry  of Orlando 
F u r io so  i l l u s t r a t e s  t h i s  q u a l i ty :  Orlando e n t e r s  on s tag e  d re s se d  l i k e  
a  madman and a c t i n g  l i k e  one, t a lk in g  to  t r e e s  and r e l y i n g  on clowns 
f o r  guidance. In  th e  m idst of an argument between Orlando and h i s  
clov/ns A ngelica  e n te r s  on s tage  in  a most p a th e t i c  s t a t e ,  and i s  then  
c ap tu red  by Rodamant and Brandamart who t r y  to  rape  h e r .  Meanwhile, 
Orlando has  o rgan ized  h i s  clov/ns in to  an array o u t f i t t e d  w ith  s p i t s  and 
d r ip p in g  pans. Orlando d isco v e rs  Rodamant and Brandamart in  the  a c t  
o f t r y i n g  to  rape A ngelica  and k i l l s  Brandamart. B u t,  sad to  say , 
Orlando does n o t  recognize  A ngelica  and suddenly  d ec id e s  to  k n ig h t  h e r  
f o r  h e r  v a lo ro u s  a c t io n  ( f o r  he th in k s  t h a t  she has  k i l l e d  B randam art) .
M.C.Bradbrook, The Growth & S t r u c t u r e o f E l iza b e th an  Comedy 
(London: C hatto  & Hindus, 1973 edn.), p . 72.
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The th ir d  Act ends w ith  Orlando c a l l in g  f o r  A n gelica  and the clov/ns
ta u n tin g  Orlando -  hy d r e ss in g  one o f  t h e ir  number (who has a beard)
a s  a woman meant to  resem ble A n g e lica . Orlando then b e a ts  them o f f
s ta g e .  A ll  t h i s  a c t io n  i s  condensed in to  approxim ately two hundred
l i n e s  ( T .H .O .O .F ., I I I . i - i i .11 .788-988). The audience im pression  i s  of
*>
o b serv in g  a c o l le c t io n  o f  f ig u r e s  moving about w ith  such r a p id ity  th a t  
th ey  are v ir t u a l ly  in d is t in c t ;  but th ere i s  no q u estio n  th a t th ey  are  
on e, ob servab le  phenomenon. Greene b in d s the d iv e r s i t y  o f  h is  drama­
t i c  romance n a r r a tiv e  not by l in g e r in g  over the sep arate  a c t io n s ,  but 
by engaging them in  one e x h ila r a t in g  pace. 'The n a r r a tiv e  con fu sion  
a ls o  se r v e s  a them atic purpose here: t h i s  i s  an Act about a mad, 
sc a tte r -b r a in e d  hero which i t s e l f  i s  made up o f a co n fu sin g  jumble o f  
e v e n ts .  C haracter depth i s  not ach iev ed , but then th ere  i s  no reason  
to  b e l ie v e  th a t i t  i s  b e in g  sought a f t e r .  However, audience sympathy 
f o r  the mad Orlando and the wandering A n g e lic a , d i s l ik e  f o r  the  
cow ardly p a ir  Rodamant and Brandamart, and a m ixture o f  outrage and 
en terta in m en t in  r e a c tio n  to  the clowns ^  ach ieved . The t o t a l  mix­
tu re  i s  thoroughly  charming in  a n a ive  and u n so p h is t ic a te d  fa s h io n , a 
rem arkably u n p reten tio u s  and e f f e c t i v e  k in d  o f  drama i s  c r e a te d .
The apparent d is o r d e r l in e s s  o f  The H isto ry  o f  Orlando F u rioso  a ls o  
works to  make i t  su cceed , because a s ta te  o f  indeterm inacy in  a romance 
drama ( i f  kep t w ith in  l i m i t s ,  which Greene ju s t  b a r e ly  d oes) i s  part o f  
th e  n a tu ra l rhythm o f romance. By r e la t in g  a t a le  o f  ap p aren tly  d i s ­
connected  ev en ts  the romance p layw right la y s  the ground-work fo r  e x tr a ­
ord in ary  su r p r ise s  -  th ose  moments in  the l a s t  scene o f  a romance when 
th e t o t a l l y  unexpected  happens, when the d isp a ra te  th read s con n ect. 
Greene in  h is  The H isto ry  o f  Orlando F u rioso  t r i e s  to  c r e a te  t h i s  
e f f e c t  by f i r s t  o f  a l l  r a d ic a l ly  a l t e r in g  the substance o f  a v e r y  w e ll  
known s to r y , adding new wonders and d e l ig h t s  (such  as the in ten d ed  
in v a s io n  o f  A fr ic a  by M exico, the dance o f  sa ty r s  about O rlando's  
retu rn  to  s a n it y ) ,  and then re tu rn in g  to  A r io s to 's  ending o f  O rlando's
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re c o v e ry  o f h i s  w i t s .  G reene 's  e d i t o r  m ain ta ined  t h a t  a lthough  The 
H is to ry  of Orlando Furioso  "departed  so w id e ly . . .from the  o r i g i n a l  
n a r r a t i v e . . . i t  served  no p u r p o s e . T h i s  i s  n o t  th e  c a se ,  s ince  
Greene u l t im a te ly  ach ieves  h i s  success  hy d e v ia t in g  from and then 
r e tu r n in g  to  h i s  so u rce ,  hy reprogramming and r e v i t a l i z i n g  A r i o s t o 's  
v e r s io n  (and H a r in g to n 's  t r a n s l a t i o n )  of O rlan d o 's  breakdown and 
re c o v e ry .  His drama appea ls  b o th  to  those  members o f  h i s  audience who 
have a f i r s t - h a n d  knowledge of H a r in g to n 's  "b e s t  s e l l e r " ,  and to  those  
among h i s  audience who simply have been "primed" to  be a t t r a c t e d  to  
t h i s  t a l e  of Orlando because of i t s  fame.
When The H is to ry  o f  Orlando F u r io so  ends w ith  O r lan d o 's  r e tu r n  to
s a n i t y  and the  reco v ery  of h i s  be loved  A ngelica  (u n l ik e  O rla n d o 's
complete l o s s  o f  A ngelica  in  the  o r ig i n a l  v e rs io n )  we f in d  o u rse lv e s
g e n u in e ly  p le a se d  and su rp r is e d  -  a long  w ith  King M a r s i l iu s  who says :
I  s tan d  amazde, deep overd rench t w ith  jo y .
To heare  and see t h i s  unexpected  ende:
So w i l l  I  r e s t  co n ten t  -
(T .H .O .O .F .,Y. 1 1 .1425- 1427)
In  a f a r  more accomplished way, b u t  by a s im i l a r ly  devious p a th ,
Shakespeare b r in g s  about s im i la r  dram atic  r e s u l t s  in  h i s  romances.
Greene and Shakespeare share in  t h e i r  romances the  a b i l i t y  to  l e t
t h e i r  c h a r a c te r s  a r t i c u l a t e  the  wonder which th e y ,  and we, exper ience
when the  p lay  has ended.. We h ea r  t h i s  wonder in  the  L o rd 's  message
to  King Leontes a t  the  end of  The W in te r 's  Tale :
I  speak amazedly, and i t  becomes 
My marvel and my message.
( W in t . , V . i . 187-183)
And in  King Cym beline 's  words a t  th e  end o f Cyrabeline:
Does th e  world go round?
. .  .V/hat' 8 t h i s ?
...How now?
Æo a r e /  a l l  o ' e r  joyed
/ s o /  s h a l l  / a i r Z  t a s t e . . . com fort.
(C ym .,V .v .232, 248,2 6 4 ,401 ,403)
J .C .C o l l i n s ,  e d . , Greene, The P lays  & Poems, op. c i t . , p ,217 .
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A com plete, i n i t i a l l y  confusing  c i r c u i t  i s  made through  a p p a re n t ly  
t o t a l  d i s r u p t io n  and d e s p a i r ,  the  p lay  ends when the p r o ta g o n is t s  
r e tu r n  to  the  union of loved ones w ith  which the  p la y  b e g in s .
Another aspec t o f  G reene 's  d a r in g  manner o f  com position which 
h e lp s  c r e a te  a h o l i s t i c  sense in  The H is to ry  of Orlando F u rio so  i s  h i s  
use  o f  r e f e re n c e s  and q u o ta t io n s ,  which he employs u n sc ru p u lo u s ly  to  
c r e a te  th e  sense o f  a " t o t a l l y  imagined, id io s y n c r a t i c  world which we 
can h a b i t  com ple tely  w hile  we read"  o r  watch the  p la y .^ ^ ^  His e n t e r ­
t a i n i n g  medley of mismatched metaphors and f a l l a c i o u s  a n a lo g ie s ,  h i s  
audac ious use of Ovid, Horace, S trab o , V i r g i l ,  and Sueton ius^^^  h e lp s  
to  c r e a te  a unique "otherwhere" in  The H is to ry  of Orlando F u r io s o .
When A ngelica  speaks of the  "Knot o f  Gordion a t  th e  Shrine  of Love" 
( T.H.O.O.F. , I I . i . 458) ,  o r  Orlando t a l k s  o f  th e  " th e e fe  o f T hessa ly"  
( T.H.O.O.F. , 1 . 11. 363) ,  and Rodamant speaks o f  the  " t r i p l e  p a r te d  
Regiment /  That froward Saturne gave unto  h i s  Sonnes" ( T.H.O.O.F. , I . i .  
46- 4 7 ) -  the  f a c t  t h a t  th ese  r e fe re n c e s  a re  com ple te ly  of G reene 's  
im agin ings does no t d e t r a c t  from t h e i r  e f f e c t  of h e lp in g  to  f i l l - o u t  
a n o th e r  t o t a l l y  a l t e r e d  scene from A r i o s to 's  Orlando F u r io s o , o f  h e lp ­
in g  to  c r e a te  the  unique world of The H is to ry  o f  Orlando F u r io s o . One 
may d is c e rn  a  b o r d e r - l in e  between t h i s  "otherwhere" and t o t a l  whimsy 
because  Greene does no t  degenera te  in to  the  use  o f  c a p r ic io u s  v a g a r ie s  
f o r  t h e i r  ov/n sake in  The H is to ry  o f  Orlando F u r io s o . His m ix tu res  o f  
m etaphors and re fe re n c e s  r e f l e c t  and f i l l - o u t  a world in  which the  
th em atic  emphasis i s  on a c o l l e c t io n  of d i s p a r a te  ev en ts  which 
n e v e r th e le s s  e v e n tu a l ly  culm inate in  in d iv id u a l  f u l f i lm e n t  f o r  th e  
p r o ta g o n i s t s .
G i l l i a n  B eer, The Romance (London: Methuen & Co. L t d . ,1 9 7 0 ) ,p . 78 .
See: The H isto ry  o f Orlando F u r io so , I I . i . p . 237,1.490? I V . i i . p .
234. 1 . 1074; I . i T p . 223, 1 . 7 ; I . i i . p . 232, 1 . 322; I . i . p . 225, 11. 76- 77 .
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Greene’ s p lay  i s  a form of l i t e r a t u r e  in  which the  " im ag ina tion  i s  
u n r e s t r i c t e d ,  as  opposed to  re a l i sm ,  which f a i t h f u l l y  d e p ic t s
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l i f e . "  I t  o f f e r s  a n a r r a t iv e  o f love and a d v e n tu re , a s y n c r e t i c  
b le n d in g  o f d iv e rse  m a te r i a l s ,  an a ttem pt a t  a ch iev in g  t r a g i c  dep th , 
th e  u se  o f  q u a s i - h i s t o r i c a l  m a te r i a l ,  comic scenes, and a f a i r y - t a l e  
a p p e a l .  I t  i s  t r u e  to  the  f i r s t ,  second, f i f t h ,  s i x t h ,  sev en th ,  
e ig h th  and n in th  concep tions  of romance as  given in  the  in t r o d u c t io n  
to  t h i s  s tudy . But The H is to ry  o f Orlando F u r io so  i s  n o t  a complex, 
d i f f i c u l t  o r  b r i l l i a n t  work. I t  i s  l i g h t  and qu ick , m iss in g  a l l  the  
d eeper  n o te s  which A rio s to  s t ru c k  in  h i s  Orlando F u r io s o . I t  l a c k s  
A r io s to ’ s i r o n i c  v /i t ,  h i s  ly r ic i s m  and a b i l i t y  to  g rasp  in  v e rs e  th e  
meaning o f  heroism . Greene’ s jeu  d ' e s p r i t , h i s  f ree -h a n d ed  use of h i s  
source  m a te r i a l s ,  o f  myth and legend , to g e th e r  h e lp  to  c r e a te  a 
s p r i g h t l y  and engaging drama. Orlando le a v e s  M a rs i l l iu s*  c o u r t ,  
v/anders in  madness, and r e tu r n s  in  s a n i ty ^ h is  jou rney  i s  whole and 
v /ide -rang ing , the  odd l i t t l e  world o f  The H is to ry  o f  Orlando F u r io so  
i s  made complete.
John Bay’ s The I s l e  of G ulls  -  Romance a s  S a t i r e  
John B ay 's  The I s l e  of G ulls  was f i r s t  performed in  the  l a t e  
w in te r  o f  I 6O6 , p o s s ib ly  in  F ebruary . As b o th  a s a t i r i c a l  d i s t o r t i o n  
o f  S i r  P h i l i p  S idney’ s Arcadia and a s a t i r i c a l  assessm ent o f  James I  
and h i s  immediate entourage the p lay  re c e iv e d  a l i v e l y  r e c e p t io n  when 
i t  was f i r s t  performed and remained popu lar  enough to  be p u b lish ed  
tw ice  d u r in g  1606.-^^^ We know t h a t  i t s  performance a t  th e  Second
D e f in i t io n  o f  romance in  H.L. Y e lland , S.C. Jo n es ,  K.S.W. E as to n ,  
A Handbook o f L i t e r a r y  Terms (London: Angus & R obertson , 1955, r p t .  
19'657 p^74.
As no ted  by Robin J e f f s  in  h i s  in t ro d u c t io n  to  John Bay, The 
Works of John Day -  R eprin ted  from the  c o l l e c te d  e d i t i o n  by A .H .Sullen  
("LondonTHolland P re s s ,  I 963) ,  p .x v i .  This i s  the  e d i t i o n  of 
Bay’ s The I s l e  of G u l ls , p p .210-316, from which I  w i l l  quo te .
(120)
B l a c k f r i a r ' s th e a t r e  caused something of a s t i r  because in  a  l e t t e r
u i r  Thomas Hoby, a gentleman of the  K in g 's  p r iv y  chamber, wrote in
March I 6O6 to  S i r  Thomas Edmondes, Toby r e f e r r e d  to  th e  re c e n t
performance o f Ths I s l e  o f  G u l ls :
At t h i s  time ( c .15 F eb .)  v/as much speech o f  a p lay  
in  the Black F r i a r s ,  where, i n ' t h e  ' I s l e  of G u l l s ' ,  
from the  h ig h e s t  to  the  lo w es t ,  a l l  men's p a r t s  
were a c te d  of tv/o d iv e r s  n a t io n s :  as  I  ,
u n de rs tand  sundry were committed to  B r id e w e ll .  ^
I t  i s  u n c e r ta in  whether Bay h im se lf  (whom Ben Jonson l a t e r  r e f e r r e d  to
as  "bu t a base  fe l lo w "  and a "Rogue"^^*^) v/as j a i l e d  in  B r id e w e l l ,  and
e q u a l ly  u n c le a r  why King James allowed the  p la y  to  be performed and
p u b lish e d  -  a lthough  th e  pub lished  v e r s io n  of The I s l e  of G u lls  v/as
258c l e a r l y  censored .
The I s l e  o f  G ulls  was f i r s t  performed a t  the  Second B l a c k f r i a r ' s  
t h e a t r e  by the  C hildren  of the  Revels as  the  t h i r d  in  a  su ccess io n  of 
p la y s  performed th e re  v/hich invo lved  the  th e a t r e  and i t s  p lay w rig h ts  
i n  a  g re a t  d ea l  of t ro u b le .  I t  v/as preceded by Samuel D a n ie l 's  
P h i l o t a s  ( 1604) ,  which the  P r ivy  Council su spec ted  of r e f e r r i n g  
sy m p a th e t ic a l ly  to  the  E a r l  of E ssex , and by Chapman, Jonson, and 
M a rs to n 's  Eastward Ho! ( I 6O5) v/hich made -p e jo ra t iv e  r e f e re n c e s  to  King
259James' " th i r ty -p o u n d  k n ig h t s . "  However, i t  was in  the  s ty l e  o f  the  
E.K.Chambers, The E lizab e th an  Stage (Oxford: Clarendon P re s s ,
1923) ,  V o l . I l l ,  p . 286.
Ben Jonson, The Complete Works, op. c i t . , V o l . I , p p .137,133*
Sidney R. Golding, "The L ife  & Work o f John Day," Ph.D. T h es is ,  
U n iv e r s i ty  o f  London, June, 1930, p . 32; Chambers,E l iz a b e th an  S ta v e , l o o . 
c i t . P o s s ib ly  one of the  even ts  which occasioned t h i s  s a t i r e  on James 
and h i s  entourage  were the  p a r t i c u l a r l y  r i o t o u s  ev en ts  stemming from 
the  v i s i t  of h i s  b ro th e r - in - la w ,  C h r is t ia n  IV o f Denmark, to  London -  
such a s  the  famous orgy a t  Theobalds in  I 6O6 which was reco rd ed  by 
H a ring ton . See: J.P .Kenyon, The S tu a r t s  (London: Fon tana , 1958, 
s even th  im pression  1971), p p .42-43*
^59 pqp  more on t h i s  pe r iod  of the  Second B l a c k f r i a r ' s  s ee :  Harold  
Newcomb H il le b ra n d ,  Th± A ctors  -  A Chapter In E l iz a b e th an  Stage
H is to ry  (Urbana: U n iv e rs i ty  of I l l i n o i s  Press., 1926), p p .169-197,
"6 The Events o f  I 6O4- 6; S a t i r e  and D isg race" .
(121)
Second B l a c k f r i a r ' s  th e a t r e  and the  C hildren  of the  Revels to  a t t r a c t  
t h e i r  aud iences  hy o f f e r in g  p lays  which would o ffen d  someone. As
H.N. H il le b ra n d  no ted  in  h i s  in te n s iv e  a n a ly s is  o f  th e  c h i ld  a c to r s  o f  
S h a k e sp e a re 's  t im e, a lthough the "Queen's Revels d o u b t le s s  a t t a i n e d  
s k i l l  o f te n  amounting to  b r i l l i a n c y , . . th e  r a t h e r  unsavoury comedy of 
p u b l ic  s a t i r e  was t h e i r  p e c u l i a r  p r o p e r t y . " F r o m  the  f i r s t . . .  
/ t h e ^ /  were a b o is te ro u s  s e t  of im ps,"  wrote G.B, H arr ison  in  a n o th e r  
d e s c r ip t i o n  o f  the  C hildren  o f  the  R evels , "and encouraged to  be as  
impudent as  p o ss ib le  by t h e i r  p a t ro n s ,  managers and p la y w r ig h ts ."
The I s l e  o f  Gulls  thus  o f f e r s  u s  a f i n e  example o f  the  c o t e r i e  
drama o f  the  age o f  Shakespeare, a work designed  to  appea l to  the  
" fa sh io n a b le  s e t  and i t s  h a n g e r s -o n . . . th e  nouveau r i c h e . . . the  p r e -  ■
262o ccu p a tio n s  o f  a c l iq u e ."  In  the  in t im a te  and expensive 
su rround ings  of th e  Second B l a c k f r i a r ' s  t h e a t r e  A lf red  H arbage 's  
d ictum  about E l izab e th an  p lays  seems to  ho ld  rem arkably  t r u e :  "The
263Drama's laws the  drama* s pa trons  g iv e ."  Even the  Prologue to  The
I s l e  o f  G ulls  admits th a t  the  p lay  has been c r e a te d  " fo r  f a s h io n  
sake" ( P r o l . p . 212) r a t h e r  i r o n i c a l l y ,  as we s h a l l  see .
I t  was ve ry  am bitious of John Day to  a ttem p t a re d u c t io n  of 
S id n e y 's  A rcadia  in to  a p lay . The p r in c ip a l  i n t e n t io n s  and s t r u c t u r a l  
methods o f  S id n e y 's  Arcadia do n o t lend  them selves e a s i l y  to  a d a p ta t io n ,  
I t  i s  h ig h ly  l i k e l y  t h a t  Day used  S id n ey 's  1593 v e r s io n  of the  A rcad ia ,
I b i d . , p . 273.
G.B. H a rr iso n .  E l izabe than  P lays  & F la y e r s , o p . c i t . , p . 236.
A lf re d  Harbage, Shakespeare & Tto R iva l T r a d i t i o n s , op . c i t . , pp.
54 , 86.
^ 3  i t l d . , p .83 . Harbage s e t s  th e se  words in  i t a l i c s .
Since the  l i n e s  in  the A.H. B u llen ,  E. J e f f s  e d i t i o n  o f  The I s l e
o f G u lls ,  £ £ . c i t . ; a re  n o t numbered I  w i l l  use  A ct,  scene , and page 
number re f e re n c e s .
(122)
tho more l a b y r in th ia n  v e rs io n  s t i t c h e d  to g e th e r  by the  Countess o f
Pembroke a f t e r  S id n ey 's  death  a t  Zutphen in  1586.^^^  A number of modem
c r i t i c s ,  most n o tab ly  John Danby in  h is  P oets  on F o r tu n e 's  H i l l , have
argued  f o r  th e  remarkable wholeness and compendiousness o f  S id n e y 's
A rcad ia ,  w r i t in g  of the  A rcad ia ' s  "grand d e s ig n ,"  and t h a t  th e  many
in c id e n t s  con ta ined  w ith in  i t  were a l l  "planned exempla, n e c e s sa ry
p a r t s  o f  the  map Sidney was c o n s t r u c t i n g . F u l k e  G re v i l le  c laim ed
t h a t  S id n e y 's  o v e r a l l  i n te n t io n  in  the  A rcadia  was to  " tu rn  th e  b a r re n
ph ilosophy  p re c ep ts  in to  pregnant images o f  l i f e , " ^ ^ ?  w hile  Sidney
h im se lf  in  An Apology f o r  P oe try  claimed th a t  a l i t e r a r y  a r t i s t ' s  goal
was to  make " fe ig n in g  no tab le  images of v i r t u e s ,  v ic e s  o r  v/hat e l s e ,
/ o f f e r e d  to  the r e a d e r /  w ith  th a t  d e l ig h t f u l  te ac h in g ,  which must be
268th e  r i g h t  d e s c r ib in g  note  to  know a poet b y ."  Yet, w ith  a c e r t a i n  
amount of gentlem anly  s e l f -d e p re c a t io n ,  Sidney s t r e s s e s  in  h i s  i n t r o -
We have a t - l e a s t  th re e  d i s t i n c t  forms o f  S id n e y 's  A rcad ia  a t  our 
d i s p o s a l  f o r  c r i t i c a l  c o n s id e ra t io n .  There i s  f i r s t  of a l l  th e  e d i t i o n  
begun about 1577 and more o r  l e s s  completed by sp r in g  I 58I .  Then th e re  
i s  th e  A rcad ia  which i s  a r e v is e d  fragm ent, a t  l e a s t  f i v e  tim es o v e r ,  
o f  the  f i r s t  v e rs io n  (which i s  known as the  Old A rcad ia ) . F i n a l l y  we 
have th e  A rcadia  known as the  New Arcadia which was p u b lish ed  in  1593 
and s t i t c h e d  to g e th e r  (v,dth a d d i t io n s )  by S id n e y 's  s i s t e r .  This l a s t  
v e r s io n  was though t of as be ing  the  Arcadia from 1593 u n t i l  I 907 
(when th e  Old A rcadia  v/as d iscovered  by the London book d e a le r  Bertram 
D obe ll)  and i s  the  v e rs io n  of the  Arcadia which Shakespeare and Day 
most p robab ly  re a d ,  from which Charles I  prayed, and about which M ilton  
com plained.
See: Sidney, The Countess of Pembroke's Arcadia  ( The Old A rcad ia ) , 
ed . J .  Robertson (Oxford: Clarendon P re s s ,  1973)*, Sidney, The Countess 
o f  Pembroke's Arcadia  (The New Ar c a d i a ) , ed. A lb e rt  F e u i l l e r a t  
^Cambridge: U n iv e rs i ty  P re ss , 1912, r p t . 1963) .  For a c r i t i c a l  l i s t i n g  
o f  s tu d ie s  on th e  v e rs io n s  of the  Arcadia see "B ib liography  o f C r i t i c i s m  
Consulted"^ pp#383-414 o f t h i s  t h e s i s ,
John Danby, Poe ts  on Fortunes  H i l l  (London: F aber & F ab e r ,  1952, 
r p t .  i n  1965 pb .ed . as  E lizabe than  & Jacobean P o e ts ) ,  p . 74*
^^"^Fulke G r e v i l l e , The L ife  o f the  Renowned S i r  P h i l ip  Sidney  
(Oxford: U n iv e r s i ty  P re s s ,  190”7T, ed. Nowell Smith, p p . l5 ” lo*
S i r  P h i l i p  Sidney, An Apolo.ry f o r  P o e try  ed, G. Shepherd 
(M anchester: U n iv e r s i ty  P re s s ,  1973), p .103 ,11*29-31»
(123)
d u c t io n  the  .Arcadia* s lack  of 'Stpuoturad coherency, comparing i t  to  a
s p i d e r ' s  weh, a deformed, anaemic c h i ld ,  and the  g la s s  and f e a t h e r s  of
a h a b e r d a s h e r 's  shop ( N .A ., p p .3 -4 ) .^^^
I t  was wholly  ap p ro p r ia te  of Sidney to  in tro d u ce  h i s  romance as  a
web o f  v/ords and id e a s ,  a gauzy, loose  a g g reg a te ,  and one r e c a l l s  the
e a r l i e r  e v a lu a t io n  o f  romance as a form of e n tre lacem en t,  a web
( r o s e a u ) o r  f a b r i c  ( t i s s u ) . Modern ana lyses  of the  A rc a d ia 's  form
and s t r u c tu r e  v/hich a ttem pt to  c a te g o r iz e  the  work u s u a l l y  come to  the
co n c lu s io n  th a t  the  A rcadia i s  a m ixture  of many n a r r a t i v e  fo rm s, a
work which i s  a  p a r t i c u l a r l y  v i s i b l e  conglomerate of o th e r  ty p e s  o f  
270l i t e r a t u r e .  But in  the  a c tu a l  experience  of re a d in g  the  A rcad ia  
one overlooks  i t s  i r r e g u l a r i t i e s  and may re c e iv e  a genuine p le a su re  . 
from the  work p r i n c ip a l ly  because of the  v/ork 's moral c o n t in u i ty ,  
because  every  in c id e n t  in  the  A rc ad ia . " i s  d e l i b e r a t e l y  m o r a l i z e d . . .  
/b ecau se  i t  was w r i t t e n  a s /  a book in tended  f o r  th e  i n s t r u c t i o n  of 
v i r t u e . . . i n  the  a r t  of government o f  p r in c e s  and gentlem en, in  
p r o s p e r i t y  and a d v e r s i ty  lim ning  out exac t 'p i c tu r e s  o f  every  p o s tu re  
of th e  mind."^^^
In  c o n t r a s t ,  however, John B ay 's  The I s l e  o f  G ulls  i s  n o th in g  o f 
th e  k in d ;  i t  i s  an o u t r ig h t  s a t i r e  of many of the  th in g s  v/hich Sidney 
h o ld s  d e a r  in  h i s  A rcad ia . 'Mucedorus of the  popu la r  r e p e r to r y  and
U nless  o therw ise  noted a l l  quotes  from the  A rcadia  w i l l  be from 
th e  New A rcadia: S i r  P h i l ip  Sidney, Countess o f  Pembroke' s 
A rcad ia  -  The New A rcadia , ed. A lb e r t  F e u i l l e r a t  ’(^ainbridge; U n iv e r s i ty  
P r e s s ,  1912, r p t .  19^3)•
One c r i t i c ,  James B. R uoff , even a rgues  t h a t  th e  A rcad ia  i s  a 
d is c e rn a b le  m ixture  of f iv e  d i f f e r e n t  k in d s  of l i t e r a t u r e :  1. the  
I t a l i a n  n o v e l la ;  2. the  l a t e  Greek romance; 3* the  Spanish  c h i v a l r i c  
romance ; 4» th e  p a s to r a l  romance; 5* the  p icaresque  t a l e .  See: James 
E, R uoff , Handbook o f . E l izab e th an  & S tu a r t  L ite ra tu r e  ( London: 
M acmillan, 1975J P«153 •
John Danby, P oe ts  on F o r tu n e 's  H i l l , op. c i t . , p p .47 ,78 .
(124)
Day* s The I s l e  o f  Gulls  of the  s e l e c t  r e p e r to ry  b o th  d e r iv e  from 
Sidney* s A l^ a d ia . ^ u t /  Mucedorus i s  a s  i d y l l i c  as  the  so u rce ,  w hile  
The I s l e  o f  G ulls  debases the  moral tone and the  d ig n i ty  o f  the  
c h a r a c te r s  in  a fa sh io n  which i s  t r u l y  s p e c t a c u l a r , D a y  e x t r a c te d  
from th e  A rcadia  those elem ents which he judged to  be u s e f u l  to  p ro­
duce th e  h ig h e s t  degree of e n te r ta in m en t ,  w hile  le a v in g  the  s e r io u s  
m o ra l iz in g  beh ind . Yet, i n  so f a r  as  a good s a t i r e  can expose the  
t r u t h .  Day* s The I s l e  of G ulls  does o f f e r  a c e r t a i n  k in d  o f moral 
i n s t r u c t i o n .  His main f a u l t  in  The I s l e  of G ulls  i s  n o t  a la c k  of 
c o n t in u i ty ,  no one escapes h i s  p e r s i s t e n t  r i d i c u l e ;  i t  i s  r a t h e r  
t h a t  he o f f e r s  no v i r tu o u s  a l t e r n a t i v e  to  the  v ic e s  which he c r i t i ­
c i z e s .
A c lo se  read in g  of The I s l e  o f  G ulls  in  comparison w ith  S i r
P h i l i p  S id n e y 's  A rcadia  shows th a t  Day t r i e d  to  t r a n s f e r  most o f  the
p l o t  from th e  Arcadia  and no t j u s t  a small s e c t io n  -  as  Hughes d id
w ith  h i s  Arthurian , romance m a te r ia l  and Greene d id  w ith  Orlando
F u r io so .  The main changes from the  A rcadia a re  th e  removal o f  the
o r a c l e ' s  d re a d fu l  p re d ic t io n  as  the  cause o f King B a s i l i u s '  coun try
r e t r e a t  ( th e  a g g re ss iv e  c o u r t in g  of h i s  two d au g h te rs  and th e  K in g 's
p lan  to  choose t h e i r  fu tu r e  husbands tak es  i t s  p l a c e ) ,  the  a d d i t io n  of
tv/o more young c o u r t i e r s  to f u r t h e r  com plicate  the  love  en tang lem en ts ,
273 /th e  removal o f  the  A rc a d ia 's  f i n a l ,  drawn-out t r i a l  scene (which i s  
r e p la c e d  by the  K in g 's  sv /ift judgement), and the  t o t a l  removal o f  the
A lf re d  Harbage, Shakespeare & The R iva l T r a d i t i o n s , op. c i t . ,
p. 177.
The drawn-out t r i a l  scene which ends the  A rcadia  i s  a techn ique  
which i s  v i r t u a l l y  i d e n t i c a l  to  the  ending o f A chilleus*  T a t iu s  
C litophon  & Leucippe and H eliodorus ' A eth iop ica  -  and one which 
Shakespeare w i l l  make use 01 a t  the  ending 01 each of h i s  romances in  
th e  form of scenes of judgement.
(125)
t r a g i c  f i g u r e s  Amphialus and A rga lus . Yet, a f t e r  one has c a r e f u l l y  
t a b u la te d  the  borrowed goods in  D ay 's  The I s l e  of G u l l s , ^ ^ 4  ^ l^e 
q u e s t io n  s t i l l  remains of how the  p lay.vright m anipu la ted  what he 
borrowed, what was l o s t ,  gained o r  t ra n s m i t te d  from the  n a tu re  of 
romance in  h i s  a d a p ta t io n  of S idney’ s A rcad ia . In  o rd e r  to  f i n d  t h i s  
o u t we must c o n s id e r  i n  depth the  c h a r a c te r  o f  D ay 's  romance 
a d a p ta t io n .
The d i s t i n c t i v e  c h a ra c te r  o f  The I s l e  of G ulls  as  a  work designed
to  meet the  t a s t e s  of a s p e c ia l  audience shows f o r t h  im m ediate ly  in
th e  In d u c t io n  in  which th ree  Jacobean g a l l a n t s  co n fro n t  a  c h a r a c te r
named "Pro logue". A d iscu ss io n  fo l lo w s  in  which the  fo u r  c h a r a c te r s
t a l k  about what k in d  of p lay  can s a t i s f y  .an audience b e s t .  Each
m erry  gentleman wants a d i f f e r e n t  manner o f  p lay .  The f i r s t  wants
" r a y l in g  and i n v e c t i v e s . . . g a l l , "  and the  second wants "bawdry and
s c u r r i l i o u s  j e s t s . . . a  scene of venery t h a t  w i l l  make a mans s p i r r i t s
s tan d  on th e y r  ty p - to e s  and d ie  h i s  b lood in  deepe s c a r l e t " ,  w hile
th e  t h i r d  wants noble  sentim ent and h igh  s t y l e  ( I n d . ,  p p .212-213).
A lthough the  Prologue complains t h a t  he does n o t know how the  p lay  can
p o s s ib ly  s a t i s f y  a l l  th re e  gentlemen, the  p lay  manages to  e n t e r t a i n  in
accordance w ith  t h e i r  th ree  p re fe re n c e s .  And what we have h e r e ,  as  a
275number o f  c r i t i c s  have suggested , i s  a v e ry  n e a t  summary of 
audience demands a t  the  Second B la c k f r i a r s .
The P ro lo g u e 's  response to  the  gen tlem an 's  r e q u e s t s  and the  
en su in g  a c t io n  of the  p lay  which a t te m p ts  to  accommodate t h e i r  d i f f e r e n t
^'^4 example o f  what can be achieved  by an item  f o r  item
comparison between source and a d a p ta t io n .  I 'v e  produced a com parative 
" c h e c k - l i s t "  f o r  The I s l e  of Gulls  and the  Arcadia  which i s  a t ta c h e d  
as"Appendix i i i "  to  t h i s  t h e s i s .  See: p p .3^0“ 384#
This id e a  seems to  have o r ig in a te d  w ith  H.N. H i l le r b r a n d ,  The 
C hild  A c to r s , op. c i t . , p . 194, and, among o th e r s ,  H a rb a p  makes r e f e r ­
ence to  i t  i n  Shakespeare & The R ival T r a d i t io n s , op . c i t . , p . 83*
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r e q u e s t s  accom plishes a t  l e a s t  th re e  th in g s .  F i r s t  o f a l l ,  th e  
P r o lo g u e 's  response  i s  the  p l a y 's  f i r s t  in s ta n c e  o f  g u l l e r y ,  a l b e i t  a 
m ild  one, a s  each haughty gentleman i s  b e g u i le d  in to  th in k in g  t h a t  h i s  
in d iv id u a l  d e s i r e s  a re  to  be f u l f i l l e d  w ithou t h i s  r e a l i z i n g  th e  • 
l i t e r a r y  shrewdness o f  having th re e  d i s t i n c t  s a t i s f a c t i o n s  come from 
one source . In  o th e r  words. Day appears  to  be s e rv in g  the  in d iv id u a l  
w ishes  o f  some members o f  h i s  aud ience , y e t  i s  in  f a c t  s e rv in g  the  
w ishes  o f  the  group. This in s ta n ce  o f  g u l l e r y  g iv e s  u s  reaso n  to  
b e l ie v e  t h a t  Day was no t happy w ith  h i s  own a d a p ta t io n  s in ce  he mocks 
th e  audience he i s  p re ten d in g  to  serve in  th e  P ro logue. He w i l l  
co n tin u e  to  mock h i s  audience throughout the  p lay  by d e a l in g  i r o n i c a l l y  
w ith  fo u r  of h i s  major c h a r a c te r s ,  J u l i o ,  L isan d e r ,  Aminter, and 
D em etr ius, whom he l a b e l s  as  " sp ru ce -w it te d  g a l l a n t s "  ( T .I .O .G . , I . i i i .
p . 221).
Secondly, the  P ro lo g u e 's  response sugges ts  t h a t  the  ensu ing
a c t io n  of the  p lay  w i l l  a ttem pt to  accommodate a t  l e a s t  t h r e e  of th e
d iv e r s e  modes in  S id n e y 's  A rcad ia , from which, as  th e  Prologue e x p la in s ,
th e  p la y  i s  d e r iv e d :  " the  argument bee in g  a l i t t l e  sp r in g  o r  E iv o le t
drav/ne f r o  th e  f u l l  streams of the  r i g h t  worthy Gentleman S i r  P h i l l i p
Sydneys w ell knov/ne Archadea ('T .I .O .G . , p p .211-212). T h ird ly ,
H.D. H i l le b ra n d  suggested  t h a t  t h i s  a ttem pt to  encompass the  t a s t e s
of th re e  d i f f e r e n t  types  of s p e c ta to r s  i s  a ls o  a d i r e c t  r e f e re n c e  to
th e  th r e e  ty p es  of drama and d ra m a t is ts  whose work was u s u a l l y  shown
a t  the  Second B la c k f r i a r s  du ring  t h i s  p e r io d :  the  " c r i t i c a l "  Jonson ,
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the  "bawdy" Chapman, and the  " f u s t i a n  lo v in g "  M arston.
Day im m ediately  g e ts  down to  b u s in e s s  in  The I s l e  o f  G ulls  and 
b e g in s  h i s  e n te r ta in m en t by producing some lampooning upon K ii^Jam es.
A "breakdov/n" o f  th e  in t im a te  d e t a i l s  of the  s a t i r e  i s  r a t h e r  com pli-
H.N. H i l le b ra n d ,  The Child  A c to rs , op . c i t . , p . 194.
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c a te d ,  b u t  to  put i t  b r i e f l y :  the  arguments between B a s i l i u s  and l i is  
w ife  Gynetia  a re  meant to  be a s o c i o - p o l i t i c a l  s a t i r e  upon th e  domes­
t i c  v /ranglings o f  King James I  and Queen Anne (co m p lica ted  by the  
sex u a l  am biguity  of b o th  the  a c to r s  and the  persona  o f th e  drama) ; the  
Lacedaemonians and the  Arcadians a re  meant to  r e p re s e n t  the  Sco tch  and 
th e  E n g l ish ;  and the  devious and c o rru p t  c h a r a c te r  named Bametas 
r e f e r s  t o  one of James* c lo s e s t  c o u n s e l lo r s ,  p o s s ib ly  S i r  Robert C arr ,  
George Home E a r l  o f  Dunbar, o r  Lord B u r le ig h 's  son R o b e r t . V / h e n  the  
p la y  was pu b lish ed  B a s i l i u s  and Gynetia  were r e f e r r e d  to  a s  Duke and 
D uchess, b u t  th e re  i s  good reason  to  b e l ie v e  t h a t  in  th e  o r ig i n a l  
p ro d u c tio n  th ey  had the  a p p e l la t io n  o f  King and Queen.
S id n e y 's  p o l i t i c a l  c r i t i c i s m  in  the  A rcadia  i s  n ev er  t h i s  p o in te d
o r  s e n s a t io n a l .  I t  i s  more a case of a ttem p tin g  to  tu r n  "b a r ren
P h ilo sophy  p r e c e p t s . . . i n t o  pregnant images o f  l i f e , "  a s  we a l re a d y
279n o te d  t h a t  G re v i l le  remarked. ^  Yet i f  we fo llow ed  G r e v i l l e ' s  p o in t  
o f  view  c lo s e ly ,  th en  the  Arcadia cou ld  almost be read  as  a k in d  of 
p o l i t i c a l  manual and Day would be j u s t i f i e d  in  tu rn in g  i t  to  h i s  own 
u se  f o r  s a t i r e .  P o l i t i c a l  elem ents a re  c e r t a i n l y  p re s e n t  in  the  
A rc a d ia ; the  book a f t e r  a l l  d e a ls  v/ith people o f  h ig h  p o l i t i c a l  s t a t u s  
and the  i n i t i a l  s i t u a t i o n  of the  r e t r e a t  i s  m o tiv a ted  by a k in g  
b re a k in g  up  h i s  c o u r t  and t r y in g  to  avoid  danger to  h i s  ro y a l  pe rson .
But the  s i t u a t i o n  in  S id n e y 's  A rcadia i s  g e n e ra l ,  a p o l i t i c a l  
metaphor r a t h e r  than  a s p e c i f i c  p o l i t i c a l  r e fe re n c e  o r  a p o l i t i c a l  
lampoon; and the  p o l i t i c a l  elem ents ho ld  t h e i r  p lace  a lo n g s id e  non- 
• p o l i t i c a l  m a t te r s  such as  P la to n ic  r e f l e c t i o n s  on love  and b e au ty .
The d e t a i l s  may be fo llow ed in  Sidney R .Golding, "The L i fe  & V/ork 
o f  John Day" o p . c i t . , p . 32;E .K .Chambers,The E l iza b e th an  S t a r e ,o p .c i t . .  
V o l . I l l , p . 286. P .G .F leay , u s u a l ly  n o t a ve ry  r e l i a b l e  a u t h o r i t y ,  sugg­
e s t s  t h a t  Dametas may a lso  be Samuel D a n ie l , s e e :F . G .F leay , A a io F r a p h ic a l  
C hron ic le  of th e  E n g lish  Drama 1599-164 2(London: Re eves & T u m e r l l8 9 1 ) ;  
V o l . I , p . 109.
^^^See:S idney R.Golding,"The L ife  & Work o f John Day" o p . c i t . , p . 32 f .
^^^The L i fe  o f  the  Renov/ned S i r  P h i l i p  S id n e y ,o p .c i t .  , p p . l 5 - l 6 .
(128)
John Day borrows the s e t t i n g  o f  a web of p o l i t i c a l  i n t r i g u e  from 
"tbe A rcad ia  and t ran sfo rm s  i t  in to  p e rso n a l  s a t i r e s ,  a l th o u g h  he does 
make a c e r t a i n  use of Sidney* s u n d e rs tan d in g  th a t  th e  " c h i v a l r i c  and 
p o l i t i c a l  ev en ts  always p a r a l l e l  the  a c t io n  of love in  A rcad ia ,
Day u s e s  th e  A rcad ia* s p lo t  (and t h i s  i s  pne of the  p o s i t iv e  e lem ents  
i n  h i s  s a t i r e )  to  w r i te  about a change-over in  p o l i t i c a l  power, from 
a  regime o f e ld e r  s ta tesm en, "g re a t  men in  love  w ith  t h e i r  own 
do ings"  ( ? , I .O .G . , I , i i . , p . 220), to  young lo r d s  whose f r e s h n e s s  w i l l ,  
a t  l e a s t  f o r  a w h ile ,  r i d  an empire of i t s  o ld  p a r a s i t e s  and f e v e r s .
In  The I s l e  of G ulls  B a s i l i u s  c r a f t i l y  s e t s  up an e la b o r a te  
c o n t e s t ,  " to  make t r y a l l  of c e r t a in  experim ents" ( T . I .0 .G . , I , i . p . 2 l 6 ) , 
complete w ith  an i s l a n d  f o r t r e s s  and t r u s t e d  henchmen, to  manoeuvre \ 
th e  r e i n s  of government in to  new hands. He ch a llen g es  a l l  i n t e r e s t e d  
p r in c e s  to  s t e a l  in to  t h i s  f o r t r e s s  and win h i s  d a u g h te rs .  Whoever 
can do so w i l l  win th e  m u lt ip le  p r iz e  o f the  crovm and one o f  h i s  
d a u g h te r s .  The su i to rs*  success w i l l  on ly  be complete when i t  i s  
capped by Duke B as il iu s*  d e c is io n ,  amid th e  "impetuous concourse of 
u n ru ly  s u i to r s "  ( T .I .O .G . , I . i .  , p . 2 l 6 ) , a s  to  who has proved h im se lf  
to  be th e  most worthy. B a s i l iu s  a rran g es  th in g s  t h i s  v/ay " to  th e  end 
t h a t  n o t  a f f e c t io n  b u t  d e s a r t  may prove v i c to r "  ( T .I .O .G . I . i i . p . 2 2 2 ) .  
Not only  w i l l  the  c o u r t i e r s  who win h i s  d augh ters  have to  perform  w ell  
in  the  game of lo v e ,  b u t  they  w i l l  have to  p a r a l l e l  t h e i r  a c t io n s  in  
th e  c r a f t  of p o l i t i c s .
Y/hen L isander  and Demetrius almost do succeed they  a re  p r a i s e d  
f o r  t h e i r  " d iv in e s t  M etaphysica ll  p iece  of in v e n t io n "  ( T .I .O .G . , V . i .  
p . 312) ,  th e  word " in v en tio n "  having b o th  p o l i t i c a l  and amorous 
o v e r to n e s .  That L isander and Demetrius should  have to  ach ieve  t h e i r
W alter R. D avis, "A Map of A rcad ia: Sidney*s Romance in  i t s  
T r a d i t i o n , "  p p .1-182 in  Sidney* s A rcadia  (New Haven & London: Yale 
U n iv e r s i ty  P re s s ,  1965), P«54*
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g o a ls  through d isg u ise  i s  no t a p o l i t i c a l  c o n t r a d ic t io n ,  s in ce  the  
IXike speaks o f  h i s  own regency as a costume in  the  c u r io u s  p h ra se :
" the  reason  t h a t  we have u n c lo th 'd  u s  of our p r in c e ly  government in  
A rcad ia"  ( T .I .O .G , , I . i « , p . 216) In  c o n t r a s t ,  Duke B a s i l i u s  of the  
A rcad ia  i s  a  "Prince  of s u f f i c i e n t  s k i l l , "  who does n o t  ex ce l  " in  the  
v i r t u e s  which g e t  adm ira tion  ; a s  depth of wisdome, h e ig h t  o f  courage 
and la rg e n e s s e  o f  m agnificence" (IT. A. ,B k , I . p . l 9 ) .  S id n e y 's  Duke 
B a s i l i u s  i s  r e a l l y  only  a su cc e ss fu l  r u l e r  because h i s  people a re  
w e l l  educa ted  and love him z ea lo u s ly .  Day c r e a te s  an uneasy  m ix tu re  
when he makes h i s  B a s i l iu s  in to  b o th  a shrewd p o l i t i c i a n  and a  d a l l y ­
in g  lo v e r ,  though the  re a d e r  tends  to  overlook t h i s  i n  th e  quick  and . 
m erry b u s in e s s  of the  p lay .
The p o l i t i c a l  s id e  of The I s l e  of G ulls  linlcs i t  t o  th e  d a rk e r  
s id e  of S id n e y 's  A rcad ia . Although Symons argued t h a t  Day "cannot
281conceive  a v i l l a i n , "  th e re  a re  two genuine ones in  th e  p la y ,
Dametas and Menasses. Dametas i s  p o in te d  bu t as  a  v i l l a i n  i n  the  
In d u c t io n  ( T .I .O .G . , I n d . , p . 212), h i s  a c t io n s  th roughout th e  p lay  con­
f i r m  him as  a  v i l l a i n  to  the  Duke, and then  Menasses ou t-does  Dametas 
f o r  unscrupu lous  a c t io n s  a t  almost every  s te p  a long  the  way. Among 
o th e r  t h in g s ,  Dametas i s  g u i l t y  of s o l i c i t i n g  b r ib e s  and c o n sp ir in g  
to  r e g ic id e  and rape  ( T .I .O .G . , I . i i i . , i v , p p . 221-232). Tlien in  
M enasses' euphoric  s t a t e  a f t e r  r e c e iv in g  a huge b r ib e  he c la im s to  
have c o u n te r f e i t e d  Dametas' "hand and s e a l e , "  to  have s to le n  h i s  chain  
and p icked  h i s  p o ck e ts ,  purchased farms from h i s  g a in s ,  dem olished 
chu rches , g a th e red  w ealth  from the  commons and reduced  the  v/hole 
co u n try  to  beggary while Dametas has  reduced only  th e  c o u r t  ( T .I .O .G .
I I I . i . p . 274) .
A rthur Symons, S tu d ie s  in  the  E l izab e th an  Drama (London:
V/. Heinemann, 1920), p .203.
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But Dametas i s  a s e l f - r ig h te o u s  p a r a s i t e  and Menasses i s  a 
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'c o n c e i t e d  b u ffo o n ."  Their combined a c t i v i t i e s  a re  c e r t a i n l y  
immoral, b u t  they a re  of the  c r im in a l  s t a t u s  o f  "Court spyders"  and 
"u n n ec e ssa r ie  v/ormes," as Aminter and J u l io  r e f e r  to  them ( T .I .O .G . , I .  
i i i , p . 226). At worst Dametas could  be seen a s  B as i l iu s*  q u o t id ia n  
"Ague," a " l i t t l e  h i l lo c k  made g re a t  w ith o th e rs  ru in e s "  ( T . I .O .G, I . i .  
p . 2 1 7 ; i i , p .2 2 0 ) .  Although B a s i l iu s  cannot brook c r i t i c i s m  of 
Dametas, he i s  w i l l in g  to  pass over h i s  ov/n crown to  a younger 
g e n e ra t io n  who th in k  of Dametas as  so much unnecessa ry  baggage. The 
development o f  th e  a c t io n  sugges ts  t h a t  the  Duke has  s e c r e t l y  chosen 
to  have h i s  w asting  f e v e r  removed by the to n ic  o f  a new regim e.
Both Dametas and Manassas a re  m alevolent p igm ies , fo r c e s  which ■ 
corrode  a  s t a t e  b u t do no t r e p re s e n t  a s t a t e  b en t upon e v i l ,  a s  does 
S id n e y 's  Duchess Cecropia in  the  A rcad ia . Moreover, th e re  a re  none of
I
the  co m p lica tio n s  o f  e v i l  smothering an e s s e n t i a l l y  v i r tu o u s  in d iv id u a l  
i n  The I s l e  o f  G u l ls , a s  th e re  i s  w ith  Amphialus in  A rc ad ia . The 
c o u r t i e r s  a re  n e i t h e r  s p e c ia l ly  v i r tu o u s  nor v ic io u s .  They do no t 
condone b r ib e r y ,  y e t  they  work in  term s of i t .  They may even sometimes 
work c o n t ra ry  to  a nega tive  f o r c e ,  a s  when Aminter and J u l i o ,  a f t e r  
t h e i r  i n i t i a l  conference w ith  Dametas, make a pac t n o t to  show v io le n c e  
to  th e  Duke o r  h i s  dau g h te rs ,  ( T .I .O .G . , I . i i i . , p . 2 2 7 ) .  But t h i s  l i n e  
o f  a c t io n  i s  a ls o  to  t h e i r  p o l i t i c a l  advantage , as  opposed to  the  
messy p rocedures  proposed by Dametas. C o n f l ic t  w ith  e v i l  f o r c e s  in  
The I s l e  of G ulls  i s  in  p ro p o r t io n  to  these  e v i l  f o r c e s ,  and nowhere 
"do th ey  re a ch  th e  h e ig h t  or com plexity  of t rag e d y ,  noble  i n t e n t  and 
w a s tin g  s e l f - d i v i d i n g  pass ion  which e x i s t s  in  the  A rc ad ia .
The humourous a sp ec t  of The I s l e  o f  G ulls  i s  i t s  o v e r r id in g
A lf r e d  Harbage, S hakespea re 's  Audience (New York: Columbia 
U n iv e r s i ty  P r e s s ,  1941*", r p t .  196$), ^p. 130.
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c h a r a c t e r i s t i c  and i s  d is t in g u is h a b le  from S id n e y 's  A rcadia  by i t s  
f a r c i c a l  r i b a l d r y .  The com piler o f  an E l iza b e th an —Jacobean bawdy 
d i c t i o n a r y  would have a f i e l d  day in  c e r t a i n  a re a s  of th e  p la y ,  w ith  
r e f e r e n c e s  to  "bad members," " se rv in g  man," " t a y l e , "  and "bush ,"  
( r e s p e c t i v e l y :  , I . i i i .  ,p p .2 2 2 - 2 2 3 ; I I . i .  , p . 2 3 3 ; I I . i . p . 2 3 5 ; I H .
i , p . 2 8 0 ) ,  a long  w ith  o th e r  such t i d b i t s  a s  the  s a la c io u s  co n v e rsa t io n  
between H ip o l i t a  and V io le t t a  in  Act I I ,  scene iv .  B u l l e n 's  remark 
about "an absence o f  ro b u s tn ess"  i n  the  p lay  i s  c e r t a i n l y  coun tered
283by t h i s  l u s t y  in g re d ie n t .
Here Bay took h i s  le ad  from an im portan t bu t  e x c e p t io n a l  element 
w i th in  the  A rcad ia . The l u s t i n e s s  of the  p r in c e s s e s '  co n v e rsa t io n  in  
The I s l e  of G ulls  b e a r s  a resemblance of mood to  the  scene i n  the  
A rcad ia  where Py roc les  watches the  women b a th in g  ( N .A ., B k . I I , c h . l l ) ,  as  
w e ll  perhaps to  the  hea ted  moments o f  the  sed u c tio n  between Pamela and 
Musidorus ( N .A .,B k . I I I , p .2 7 ) ,  and between P y roc les  and P h i lo c le a  ( F .A . , 
B k . I l l , p p . 60-61 ) .  But v/hen Sidney exp resses  the  sen su a l  q u a l i t i e s  of 
man th e  f a b r i c  o f  h i s  express ion  i s  always d e l i c a t e  and f i n e ,  be i t  
th e  b eau ty  o f  h a i r  which g ives  "a d e l ig h t f u l  shew, w ith  b e in g  s tu r d  up 
and downe w ith  the  b re a th  of a g e n t le  winde" (N.A. ,B k . I V ,p . l6 9 ) , o r  a 
" b e l l i e . . . l i k e  A la b a s te r  f a i r e  and s le e k e ,  /  But s o f te  and supple 
s a t t e n  l i k e "  (N.A. , B k . I I ,p ,2 2 0 ) .  V/hile Bay g iv es  cause f o r  h i s  
audience to  guffaw a t  a good, d i r t y  joke , Sidney causes  h i s  audience 
to  pause and wonder a t  f l e s h  l i k e  "warme snow, moyst p e a r l e ,  s o f t  
iv o r i e " .  (N .A ., B k . I I , p . 221).
S id n e y 's  humour in  the  Arcadia  i s  a lso  concerned w ith  the  
c o n v o lu tio n s  of lo v e r s '  games, the  i n t e r l a c i n g  of em otional i n t e n t i o n ,  
p r a c t i c a l  p u r s u i t  and adventurous in c id e n t ,  ^ as in  The I s l e  of G ulls
See: John Bay, The Works, B u lle n 's  in t r o d . ,p.639«
^^4 which q u a l i t i e s  Sidney used  as  a model A r io s to 's  O rlando 
F u r io so . See: F.L.Townsend, "Sidney & A r io s to ,"  P.M.L.A. L}:î~CÎ94o), 
p p .97-108.
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P y ro c le s  and Musidorus c o u r t  t h e i r  r e s p e c t iv e  p r in c e s s e s  in  an o rn a te  
dance o f  d isg u ise  and d is c lo s u re ,  bravado and t r i a l s  of s i n c e r i t y ,  
meanwhile f o o l in g  the  Duke and Duchess in  o rd e r  to  s ta y  c lo se  to  t h e i r  
p r in c e s s e s .  But in  the  Arcadia much of the  young p r in c e s '  humour i s  
i n t e r n a l ,  as  the  r e v e l  of t h e i r  p ass io n s  co n fro n ts  t h e i r  re a so n ed , 
v i r t u o u s  i d e a l s  f o r  the  f i r s t  time in  t h e i r  l i v e s .  I t  i s  th e  o ld ,  
human comedy of coming to  m a tu r i ty  w ith  preconceived  n o t io n s  about the  
f a c i l i t y  w ith  which o n e 's  a c t io n s  w i l l  be v i r t u o u s ,  and then  d is c o v e r ­
in g  th e re  a re  problems in  the  h e a t  of l i f e  which p rep a red , m o ra lly  
c o r r e c t  s o lu t io n s  do no t com fortably  f i t .
This a sp e c t  of S id n ey 's  romance i s  te n d e r  and n o t f a r c i c a l ,  a 
te n d e rn e s s  which The I s l e  o f  G u lls ' romp of g u l le r y  does n o t adm it. , 
G u lle ry  does go on in  the  A rcad ia , and in  i t s  romance h id e -a n d -see k  
o f  c h a r a c te r s  th e re  a re  moments of f a rc e  and whimsy; b u t  th e  g u l l e r y  
i s  im plem ental d is c lo s u re  and not c u l t i v a t e d  as  a  good in  i t s e l f ,  as  
i s  t h a t  a sp e c t  which i s  v a lued  as a form of p o l i t i c a l  cunning i n  The 
I s l e  o f  G u l ls . One r e s u l t  o f t h i s  in o rd in a te  emphasis on duping o th e rs  
i s  t h a t  Aminter, J u l i o ,  L isan d er ,  and Demetrius a re  a l l  tw o-dim ensional 
f i g u r e s ,  lo v e r s  and p o l i t i c i a n s .  A th i r d ,  dimension o f  p sy ch o lo g ica l  
resonance  i s  n ev e r  given time o r  p lace  to  develop . The k in d  o f moral 
concerns  which would animate i n t e r n a l  r e f l e c t i o n s  on ly  occur 
t a n g e n t i a l l y  to  the  lo v e r s ,  and then only when r e l a t e d  to  q u e s t io n s  of 
s t r a t e g y .
However, in  th e  p o r t r a y a l  of love between man and woman th e re  i s  
a  s k i l f u l  and s e n s i t iv e  overlapp ing  between the  tv/o w r i t e r s ,  because 
i t  i s  here  t h a t  the  t h i n ,  c l e a r  flame of John Daÿs w it can i l lu m in a te  
th e  emotion of th e se  "gen tle  and p e tu la n t  f i g u r e s  /w ho/ come and go 
l i k e  f i g u r e s  i n  a  masque, a im le ss ly  enough, y e t  to  measure, always 
w ith  happy e f f e c t . S i d n e y ' s  A rcadia  glowed w ith  the  rad ian ce
symonds. S tu d ie s  ^  E l iz a b e th a n  Drama, p p .1 9 9 -2 0 0 ,o p . c i t .
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o f  r e f in e d  sen tim en ts  and d e l i c a t e  v e r s e .  In  the  world o f the  A rcad ia  
shepherds  lament the  lo s s  of t h e i r  "Urania" on a Greek sea  shore 
d u r in g  a sp r in g  s u n se t ,  "w ith a heavy k ind  o f d e l ig h t "  ( H .A . , B k . I , p .3 ) .  
They r e t i r e  "from among the  clamorous m u lt i tu d e"  and s in g  g e n t l e ,  
communal la m en ta t io n s  f o r  t h e i r  d e p a r ted  lo r d  (IT.A. , Bk.IV , The F o u r th  
E glogu es,p p ,137“'144) • S id n ey 's  ro y a l  lo v e rs  p ra is e  " h a i re  f i n e  
th re e d s  o f f i n e s t  gould J  In  c u r le d  k n o ts  mans th o u g h ts  to  ho ld"
( it.A. , B k . I I , p . 218). Thus v/hen John Day w r i te s :
the  h a sh fu l  moone.
That s in ce  h e r  d a l l ia n c e  w ith  Endimion 
D urst never walke by day, i s  under s a i l e ,
In  s teede  of sh ee ts  has  spred  h e r  s i l v e r  v a i l e :
Each g l id in g  brooks and every  bushy t r e e ,
Being t i p t  w ith  s i l v e r  were h e r  l i v e r y ;
And the  dim n ig h t  to  grace our amorous wars 
Hath s tuck  nine spheres f u l l  o f immortal s t a r s :
In  s te d  of p e a r le s ,  the  way on which she t r e a d s  
I s  strawd v/ith C h r i s t a l l  deu and s i l v e r  beades
( T .I.O .G . ,V . i .p .2 0 3 )
he shows how w ell he can unders tand  and emulate the  f i n e  s p i r i t  o f
S idney ’ s A rcad ia .
B u t,  to  D ay 's  m is fo r tu n e ,  and probably  to  h i s  d i s c r e d i t ,  the  
r e a d e r  u s u a l l y  m isses  t h i s  q u a l i ty  in  The I s l e  of G ulls  because i t  i s  
encompassed by the  busy , b u s t l in g  frame of the  p l a y 's  "dom estica l  
m errim ent"  ( T .I .O .G . , I I . i i i . , p . 2 4 9 ) «  Added to  t h i s  i s  the  d i s t r a c t i o n  
o f  much bawdiness and the f a i l u r e  of p rov id ing  the  h e ro ic  background 
which S id n e y 's  P y roc les  and Musidorus had, o f  a g lo r io u s  p a s t  i n  A sia  
M inor, de fend ing  "many la d ie s  from wrongs and d i s i n h e r i t e d  persons 
r e s t o r i n g /  to  t h e i r  r i ^ t s "  (O.A. ,B k .I .  , p . l l . ) .  Perhaps by u s in g  some 
•Greek names f o r  h i s  c h a ra c te r s  Day though t,  a s  d id  Homan p o e ts  b e fo re  
him, t h a t  he was adding to  the  s t a t e l i n e s s  of h i s  speech and su g g es t­
in g  a g lo r io u s  p a s t ,  and th u s  " h e lp / I n g /  to  l i f t  the  w r i t i n g  to  a 
h ig h e r  p lane of l i t e r a r y  a r t . " ^ ^ ^  I f  t h i s  was D ay 's  i n t e n t i o n  i t  on ly
As Bruno S n e l l  s a id  of the  same romance device  i n  Roman p o e ts .  
See: B .S n e l l ,  T ^  Discovery of the  Mind-The Greek O rig in s  of European 
Thought (Oxford: B lackw ell,  1953T7 P*28"^
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succeeds o b l iq u e ly .
There are  th re a d s  of d e l ic a c y  in  The I s l e  of G u l l s , b u t ,  in  Day’ s 
compromise to  serve h i s  audience and r e f l e c t  the  A rcad ia  a s  w e l l ,  h i s
aud ience  wins w ith  what i s  c h ie f ly  a m ixture  of p o l i t i c a l  s a t i r e ,
" p o e t ic k  rage  J  s tr ik ^ n g^  a t  abuse ore q p e ^ i n ^  the  va inne  o f
s in n e ,"  and a ta n g le  of r i b a l d  m ir th  ( T .I .O .G . , Ind . ,p .2 1 5 ) . V.Tiatever
Day took from the Arcadia  he transm uted f o r  the  purpose of c r e a t i n g  an 
a lm ost a b so lu te  case of g u l le r y ,  where even the  h e ro es  a re  f i n a l l y  
o u tw i t te d  and a more p o l i t i c a l l y  a s tu t e  Duke than  S idney’ s B a s i l i u s  
must dec ide  the  f i n a l  outcome.
The I s l e  of G ulls  i s  quick to  p o in t ou t how e a s i l y  people make 
f o o l s  o f  them selves . I t  i s  not a v/onderous a t t i t u d e  which tem pers 
th e  d e ce iv in g  w ith  p i t y ,  b u t  a ha rsh  c r i t i c i s m  w ith l i t t l e  o r  no 
c o n s o la t io n ,  b e f i t t i n g  the  environment of a "Hamelesse d e s a r t "  in  
which i t  t a k e s  p lace  ( T .I .O .G . , I n d . , p . 212). When th e  Duke and 
Duchess " la y  p lo t s  to  g u l l  them selves" t h i s  i s  c a l l e d  a " s i l l y  
c o n c e i t"  ( T .I .O .G . , I I . i i i .  ,p .233) » V/hen Dametas i s  fo o le d  by 
Dem etrius w ith  th e  t r e a s u r e  t r i c k ,  Demetrius remarks "how v i o l e n t l y  
he devowers h i s  bane and s t e a l s  h im se lf  in to  the  o rd e r  o f  G u l le r ie "  
( T .I .O .G . ) I I I . i . , p . 279)* At b e s t ,  most people a re  seen as  f o o l s  
who might f i n d  a l e s s  f o o l i s h  way of l i v i n g .
The I s l e  o f  G u l ls , t h i s  l i t t l e  r i v u l e t  from the  f u l l  stream  o f  
S idney’ s A rcad ia , f i l t e r s  out much of the  A rcad ia ’ s m e l l i f lu e n c e .
^  I t  i s  r e v e a l in g  to  examine the  names Day chose. Pamela’ s s t ro n g  
n a tu re  i s  u n d e r l in e d  with th e  ag g ress iv e  name of the  Amazon Queen 
H i p o l i t a .  P h i l o c l e a ’ s d e l ic a c y  i s  emphasized by a name, V i o l e t t a ,  v/hich 
would have a r a r e ,  e x o t ic  q u a l i ty ,  s ince  i t  d id  no t become a g e n e ra l  
name in  England u n t i l  w ell in to  the  middle of the  19th  c en tu ry .
P y r o c le s ’ w arriorhood i s  emphasized w ith a name, L isa n d e r ,  r e c a l l i n g  
the  famous Spartan  genera l  and statesm an Lysander. The name Menasses i s  
one t h a t  became a f a v o u r i te  among P u r i ta n s ,  esp. a f t e r  the  Reformation
Vithycombe (Oxl
D ic t io n a ry  (Oxford; Clarendon P r e s s , I 970) ,e d .  Hammond & S c u l la r d ,  2nd 
ed .
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Yet i t  i s  a lso  a work of l i t e r a t u r e  which ta k e s  p lace  in  ci f a n t a s y  world 
o f  love  and ad v en tu re ,  which a t tem p ts  t o  mix c l a s s i c a l  r e f e r e n c e s ,  the  
p lo t  of a contemporary "b es t  s e l l e r " ,  and p re se n t-d a y  p o l i t i c a l  r e f e r ­
ences  in to  scenes o f  b i t i n g  comedy -  and as such The I s l e  o f  C u lls  i s  
t r u e  to  the  second, t h i r d ,  f i f t h ,  seventh  and e ig h th  co ncep tions  of 
romance a s  g iven in  the  in t ro d u c t io n  to  t h i s  s tudy . But the  absence 
o f  th e  Arcadian g e n t i l i t y  of Si(3ney* s romance cannot be overlooked .
The presence  o f  shepherds, a background of p a s to r a l  s im p l i c i t y ,  the  
r e f r e s h in g  sense of b e in g  o u ts id e ,  of romance sp ac io u sn ess ,  i s  s o r e ly  
la c k in g  in  B ay 's  c o n s tra in e d  lampoon. Menasses openly  j e s t s  a t  s to ck  
conven tions  of the  romance and p a s to r a l  t r a d i t i o n ,  much to  th e  en joy­
ment o f  L isan d er  ( T . I .0 .G . , I I I . i . p . 2 7 7 ) «  Demetrius i s  no t  even 
a t t i r e d  l i k e  a shepherd, as  he was when he was the  Musidorus o f  
A rc a d ia , b u t  a s  a woodsman ( T . I .0 .G , . I I . i . p . 2 3 2 ) .  John Day could  
b r i n g  back l i t t l e  o f  what he saw a f t e r  he t r a v e l l e d  in to  the  romance 
v /o r ld  o f  S id n e y 's  A rcad ia .
Conclusion
A p layw righ t may achieve o v e ra l l  d ram atic  u n i ty  in  a  number of 
ways. I f  he chooses to  use one method in- p a r t i c u l a r  t h i s  does n o t 
ex c lu d e ,  of co u rse ,  the  p o s s i b i l i t y  of u t i l i z i n g  o th e r  ways o f  o rd e r ­
in g  h i s  c h a r a c te r s ,  a c t io n s ,  themes and te n s io n s .  U su a l ly ,  however, 
one method predom inates — a drama has a c e n t r a l  fo cu s  of some k in d  
around which the  s to ry  develops. At the beg inn ing  of the  tw e n t i e th -  
c e n tu ry  th e r e  was a l i v e l y  s c h o la r ly  debate about what makes up the  
b a s i c  "form ulas"  f o r  dram atic  u n i ty  to  which a c t io n  and te n s io n ,  
i r o n y ,  c h a r a c te r ,  id e a ,  language and s i t u a t i o n  lorm th e  n e c e s sa ry  
complement. As a r e s u l t  of t h i s  debate  th re e  b a s ic  id e a s  of d ram atic  
u n i t y  developed. Gustav P rey tag  suggested  ( i )  t h a t  a p layw righ t may 
ach ieve  o v e r a l l  d ram atic  u n i ty  by developing  and a c c e n tu a t in g  the
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s o u l-p ro c e s s  of h i s  he ro . R ichard  C. Moulton sugges ted  ( i i )  t h a t  
d ram atic  u n i ty  i s  achieved hy means of th e  m o tiv a t in g  fo r c e  o f  p lo t
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e v e n ts .  h h i le  George P ie rce  Baker suggested  ( i i i )  t h a t  d ram atic  
u n i t y  depended upon the  em otional, in c rem en ta l  power o f  i n c id e n t .
Applying th e se  th re e  concep tions  to ^ th e  a d a p ta t io n s  o f  romance 
which we have s tu d ie d  in  t h i s  c h a p te r  v/e f i n d ,  to  beg in  w ith ,  t h a t  
none of the  p l a y w r i ^ t s  were capable- of develop ing  a sense o f 
i n t e r n a l ,  p sy ch o lo g ica l  o r  emotional development ( i )  f o r  t h e i r  h e ro e s .  
John Bay o f f e re d  in  The I s l e  of G ulls  the  g r e a t e s t  emphasis on 
c h a r a c te r ;  he had to  c re a te  w i t ty  d i s t o r t i o n s  of p e r s o n a l i t i e s  in  
o rd e r  to  achieve  the  e f f e c t  o f  s a t i r e .  But h i s  p r o ta g o n is t s  were 
k e p t  too  busy  f r o l i c k i n g  through t h e i r  f a r c i c a l ,  lampooning v e r s io n  
o f Sidney* s A rcadia in  o rd e r  to  achieve any c h a r a c te r  dep th . They 
were n o t  f u l l y  e x p lo i te d  as  s tage  c h a r a c te r s ,  as  i f  th ey  p ossessed  
th e  p ro fu n d i ty  of a unique f i c t i o n ;  b u t  developed a s  comic r e f l e c t i o n s  
o f  th e  c h a r a c te r s  in  S id n e y 's  A rcad ia , the  type o f  person in  the  
aud ience  o f  th e  Second B l a c k f r i a r ' s .  King James and h i s  immediate 
e n to u ra g e . Hughes* p ro ta g o n is t s  were preoccupied w ith  r e c i t i n g  t h e i r  
l i s t s  o f  moral and p o l i t i c a l  adages. G reene 's  c h a r a c te r s  were busy 
w i th  t h e i r  m erry-go-round and awkward d is p la y  of "Orlando P o o l io so " .
A ll  o f  th e  au th o rs  exaggera ted , parodied o r  o therw ise  d i s t o r t e d  
t h e i r  romance so u rces .  This manner of romance a d a p ta t io n ,  e s p e c i a l l y  
a s  p r a c t i s e d  by Bay and Greene, of b u i ld in g  up an amazing network of
. See: Gustav Frey  ta g ,  Technique of Brama: an E x p o s i t io n  o f
Dramatic Composition and Art (Chicago; U n iv e rs i ty  P re s s ,  1900), t r a n s .  
E . J .  MacEwan, 3rd edn.
See: R ichard  G. Moulton, Shake sue are  ^  a Dramatic A r t i s t : A 
P o p u la r  I l l u s t r a t i o n  of the  P r in c ip le s  oi S c ie n ti i ic^  C r i t ic is m  
"(Oxford: U n iv e rs i ty  P re s s ,  I 9GI; edn , ) .
George P ie rc e  Baker, Dramatic Technique (Boston & Hew York; 
Houghton M i f f l i n  Co., 1919)*
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c h a r a c te r s  and a c t io n  v/hich re fu s e s  to  he taken  s e r io u s ly  (ex c ep t  when 
a p o l i t i c a l  gihe i s  in tended) f i r s t  occurred  in  C la s s ic a l  l i t e r a t u r e  
w ith  Petronius*  S a ty r ic o n , A pule ius* . The Golden A ss , and L u c ia n 's
H is to ry .  The end r e s u l t  of t h i s  manner of a d a p ta t io n  produces a 
k in d  o f  l i t e r a r y  h a l f -b r e e d  which one may f i t  in to  th e  c a te g o ry  of 
romance b u t  v/hich a lso  resembles th e  fam ily  of c o m e d y . H u g h e s '  
p la y  transfo rm ed  h i s  romance sources by c u t t i n g  f r e e  one s t r a n d  o f  
th e  A r th u r ian  romance l i t e r a t u r e ,  and then probably  r e ly in g  on the  
knowledge o f h i s  h ig h ly -ed u ca ted  audience to  supply  th e  m iss in g  
in fo rm a t io n .
The m o tiv a t in g  fo rce  of p lo t  even ts  ( i i )  v/as a  c r u c i a l  f a c t o r  w ith  
a l l  th r e e  p la y s .  The playv/fights  were d e a l in g  v/ith v/ell-knov/n s t o r i e s  
and th e y  cou ld  expect t h e i r  audience to  have th e se  s t o r i e s  i n  mind as 
a  c o r r e c t iv e  f o r  v/hat was l e f t  unexp la ined  w ith in  the  p lay  i t s e l f .
The b u i ld - u p  o f em otional power ( i i i )  in  th e se  p lays  was minimal and, 
depending upon th e  n a ïv e té  o r  s o p h i s t i c a t io n  of the  au d ien ce ,  e x t r a ­
o r d i n a r i l y  s u b je c t iv e .  To give o n e 's  s e l f  over in  em otional 
involvem ent t o ,  say , A ngelica in  G reene 's  The H is to ry  of Orlando 
F u r io so  o r  D ay 's  Duke and Duchess in  The I s l e  of G u lls  r e q u i r e s  
a lm ost t o t a l  suspension of d i s b e l i e f .
A l l  th r e e  p lays  ho ld  to g e th e r  by u t i l i z i n g  a c e r t a i n  arrangem ent
These th r e e  works are  remarkably s im i la r  in  manner and method to  
many P re —Shakespearean romance dramas, and show the  k in d  of exagger­
a t io n s  and d i s t o r t i o n s  which romance lends  i t s e l f  to  when i t  i s  adap­
t e d  f o r  o th e r  purposes — v/hether i t  be s tage  a d a p ta t io n ,  o r  n a r r a t i v e  
r e t e l l i n g .  T he ir  genre c l a s s i f i c a t i o n  i s  l ik ew ise  a manner o f  long  
s ta n d in g  d eb a te .  See; W. Arrov/smith, The Sa ty ricon  of P e tro n iu s  (Ann 
Arbor: U n iv e rs i ty  of Michigan P re s s ,  1 9 5 9 .1 9 o 2 )» i n t r , ; C^. w ith  
J .P .  S u l l iv a n ,  P e tro n iu s  -  The S a ty ricon  & The Fragments ( London : 
Penguin , 1965, r p t .  ,1972. For Lucian: Lucian-Compiete orks (Cambridge, 
M ass.: Harvard U n iv e rs i ty  P re s s ,  8 V o ls .1913-19o7)> V o l .^ I I I ,  ed.
M.D. Macleod, esp . "Lucius or The A ss ,"  PP«47-1^8 and V o l . I . e d .  A.M. 
Harmon, p p .247-357 "A True Story" and a re c en t  E n g l ish  t r a n s .  combining 
th e  two works Lucian, True H is to ry  & L!*^eius _or Ihn a_ss_ (London. John 
C alder ,  1958), t r a n s .  Paul Turner; Lucius A pule ius, The Golden a s s , 
t r a n s .  by W illiam A dling ton , 1 5 6 6 , r p t . l ^ 3  in  the  Tudor T r a n s la t io n  
S e r i e s ,  noo4.
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o f  romance conven tions . They a l l  h ig h l ig h t  c la im s to  h i s t o r i c a l  
re le v a n c y ,  g e n e ra t io n  d i f f e r e n c e s ,  and a d is p la y  o f  p a g ean try ,  w hile  
-The M isfo rtunes  of A rthur and The H is to ry  o f  Orlando F u r io so  emphasize 
th e  m o t i f s  of the  wandering journey  and an e s s e n t i a l l y  p ious  main 
c h a r a c t e r , and The I s l e  of G ulls  and The H is to ry  o f  Orlando F u r io so  
share  the  experience  of amazing p lo t  con v o lu tio n s . Greene a lone  
s t r e s s e s  an id e a l i z e d  male-female r e l a t i o n s h i p  w ith  Orlando and 
A nge lica  and in c lu d e s  m agical powers, v/hile Hughes b r in g s  in  th e  
d i r e c t i n g  in f lu e n c e  o f  h i ^ e r  powers in  the  outcome of A r th u r ’ s and 
Mordred ’ s f a t e ,  and Bay s t r e s s e s  th e  mental a g i l i t y  o f  h i s  young 
g a l l a n t s  L isa n d e r ,  Bem etrius, J u l io  and Aminter.
These th re e  p lay s  suggest t h a t  a romance drama can b r in g  i n  
v i r t u a l l y  any elem ent from a n a r r a t i v e ,  o r  prose f i c t i o n ,  source -  
in c lu d in g  a n a r r a t o r ,  o r  a u th o r ia l  f ig u r e  ( a s  w ith  Bay’ s Prologue 
and Hughes’ use  of the  Chorus). The o r ig i n a l  s to ry  must be condensed 
BO t h a t  i t  can be d e a l t  w ith  in  the  s h o r te r  time a l l o t t e d  f o r  a  drama, 
b u t  t h i s  r e d u c t io n  f o r  s tage  purposes may e i t h e r  fo l lo w  the  same, 
b a s i c  s to r y  l i n e  ( a s  w ith  Bay’ s The I s l e  of G u l ls ) o r  e x t r a c t  and 
emphasize what the  playv/right judges to  be of c h ie f  im portance in  h i s  
source  ( a s  w ith  Hughes’ t rag ed y  and G reene 's  g a l l im a u f ry ) .  Dramatic 
p r e s e n ta t io n  may in t e n s i f y  what i s  o therw ise  d u l l  m a te r ia l  ( a s  w ith  
D ay 's  The I s l e  o f  G u lls ) , and i t  must tran s fo rm , o r  e x t e r n a l i z e ,  
n a r r a t i v e  i n to  a c t io n .  In  a l l  th re e  of the  cases  which we examined 
we f i n d  t h a t  th e  source m a te r ia l  was used somewhat c a p r i c io u s ly  in  
o rd e r  to  p re s e n t  a c e r t a i n  i n t e r p r e t a t i o n  or to  p rovide  the  b a s ic  
m a te r i a l  f o r  a n o th e r  manner of s to ry .
One b a s i c  d i f f e r e n c e  betv/een the  n a r r a t i v e ,  o r  prose f i c t i o n ,  
source and i t s  d ram atic  rep ro d u c tio n  i s ,  of co u rse ,  a d i f f e r e n c e  in  
audience  p e rc e p t io n ,  the  s e t t i n g  of a book of words b e in g  a l t e r e d  to  
a t h e a t r i c a l  ex p e r ien ce .  A s c r i p t  must be r e l a t e d  to the  g e s tu re s  and
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th e  manners of th e  a c to r  who b r in g s  the  words to  l i f e ,  a book i s  much
more s e l f - e n c lo s e d ,  undergoing a t o t a l  " d i r e c t io n "  from the  a u th o r
which i s  q u i te  d i f f e r e n t  from the independency o f a c to r  and s tag e
movement. At t h i s  p o in t  our an a ly ses  of"how the  A rc ad ia , Le Morte
D’A r th u r , and Orlando Furioso  were adapted must shade o f f  in to
a b s t r a c t i o n s  on the  S lizabe than -Jacobean  p roduc tions  o f  The I s l e  of
G u l l s , The M isfo rtunes of A r th u r , The H is to ry  of Orlando F u r io so  -
f o r  which we lack  th e  n ecessa ry  documentation to  judge r i g h t l y .
What we may conclude, however, i s  t h a t  a lthough  th e se  th re e  p lay s
292f a i l e d  to  achieve the  "mixed p e r fe c te d  brew" o f th e  f i n e s t  romances, 
t h e i r  g rop ings  towards the  d ram atic  a c tu a l i z a t io n  of th e  form would be 
r e a l i z e d  by  Shakespeare in  h i s  l a s t  p lays  -  to  v/hich we s h a l l  now 
tu r n .
W.H. Auden, "The Sea & The M ir ro r ,"  0£. c i t . , p . 32.
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V Shakespeare’ s Manner of A daptation  in  His Romances -  
The O r ig in a l  C harac te r  of His Romance Sources 
& Their Dramatic .Reproduction
In  volume s ix  and e ig h t  of h i s  H a r ra t iv e  & Dramatic Sources of 
Shakespeare  Geoffrey Bullough g ives  a f i n e  l i s t i n g  of th e  numerous 
so u rces  and analogues f o r  Shakespeare’ s romance dramas. He c o n f in e s  
h i s  a n a ly se s  to  lo c a t in g  the  exac t m a te r ia l s  v/hich Shakespeare 
borrowed f o r  h i s  d ram atic  romances and r e f r a i n s  from s p e c u la t in g  to  
any g re a t  e x te n t  on the  r e l a t i o n  betv/een th e  romance n a tu re  o f  sou rces  
and t h e i r  dram atic  rep roduc tion  in  Shakespeare’ s p lay s  -  a t a s k  v/hich 
I  i n t e n d  to  tak e  up in  t h i s  c h ap te r  by grounding my r e f l e c t i o n s  in  
th o se  v/orks v/hich Geoffrey Bullough judges to  be most i n f l u e n t i a l  f o r  
Shakespeare ’ s romances.
V/hat t h i s  means i s  making a comparison betv/een S h a k e sp e a re 's  
P e r i c l e s , John Gower’ s v e rs io n  of the  A pollonius of Tyre legend  in  h i s  
Conf e s s io  / im an tis , and Laurence Twine' s The P a t t e m e  of P a in e f u l l  
A dven tu res ; comparing Shakespeare’ s • Cymbeline v/ith s e c t io n s  from The 
F i r s t  Volume o f C hronic les  and The De s c r ip t  j.on and H is to r i é  o f  S co tlan d  
by  Raphael H olinshed , a p a r t  of Giovanni B occaccio’ s The Decameron, 
th e  anonymous s to r y  Frederyke of Jennen , and the  anonymous p lay  The 
Rare Triumphs o f Love and F o r tu n e ; comparing S h ak esp ea re 's  The W in te r 's  
Tale w ith  Robert G reene 's  Pan d o s to , The Triumph of Time, a s  w e ll  a s  
w i th  s e c t io n s  of F ra n c is  S a b ie 's  poems "The F ish e rm an 's  Tale" and 
" F l o r a ' s  F o r tu n e ,"  and a s ec t io n  of O v id 's  Metamorphoses; and f i n a l l y  
comparing S h ak e sp e a re 's  The Tempest w ith  th e  "Bermuda Pam phle ts ,"  a 
s e c t io n  of O v id 's  Metamorohose s , a s e c t io n  of M onta igne 's  e ssay  Of The 
C an n ib a ls ,  Thomas' H is to r ié  of I t a l i e , and the  marine p a s t o r a l s  of the
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The Buhject o f  Shakespeare's method o f  ad ap tation  i s  a b eeh iv e  o f  
p o s s i b i l i t i e s  and u n c e r ta in t ie s ,  and i t  i s  b e s t  to  be c a r e fu l v/hen 
d e a lin g  v /ith  th e su b je c t by u s in g  the g u id e lin e  provided  by Bullough* s 
p a in sta k in g  r e sea r ch . In comparing Shakespeare's romances v /ith  h is  
so u rces  my o b je c t iv e  v / i l l  be to  exp lore how he borrowed and developed  
th em atic  elem en ts from h is  source m a ter ia l ra th er  than provide a d e t­
a i l e d  accou n tin g  fo r  each and every  a lt e r a t io n  which he made, to  
examine the dominant p sy ch o lo g ica l and s tr u c tu r a l p a tte r n s  in  h i s  
sou rce works which Shakespeare saw f i t  to  u s e , n e g le c t ,  c r a t e r  in  
h i s  ov/n dram atic romances.
B efo re  we b e g in , however, a d is t in c t io n  should be noted  betw een  
the two k in d s o f  sou rces v/hich Shakespeare u sed . There a r e , f i r s t  o f  
a l l ,  th o se  so u rces which su p p lied  Shakespeare w ith  th e " fa c ts  and 
f ig u r e s "  v/hich he needed to  co n stru ct h i s  dramas: the names, in c id e n t s ,  
and g en era l ch a ra cter  o u t l in e s  which he v/ould transform  in to  a much 
h ig h e r  form o f  l i t e r a r y  a r t .  Then, seco n d ly , th ere  are th o se  works 
w hich provided  Shakespeare w ith  profound in s p ir a t io n a l  c o n te n t , v/hich 
we f in d  e f f e c t in g  the tone and s p ir i t  o f h is  romance a d a p ta tio n s  and
The le n g th y  debate over sources and analogues fo r  S h akesp eare's  
romances i s  b e s t  exp lored  by way o f th e  a r t i c l e s  l i s t e d  in  the  
e x c e l le n t  b ib lio g r a p h ie s  g iven  by B ullough . See: G eoffrey  B u llou gh , 
n a r r a t iv e  and Dramatic Sources o f Shakesueare (London: R outledge & 
Kegan Raul",'T9 6 6 ) ,  VI, pp. 3 4 9 fo r  Shakespeare's source m a te r ia ls  
f o r  P e r ic l e s ,  p p .572-574 fo r  c r i t i c a l  b ib liograp h y; G eoffrey  B u llou gh , 
n a r r a t iv e  & D ram atic■Sources o f Shakesueare (London: R outledge & Kegan 
P a u l,1975), V I I I ,p p .38-114,409-410 fo r  Cymbeline source m a te r ia ls  and 
c r i t i c a l  b ib lio g ra p h y ; pp. 156-236,411-412, fo r  The t ,in te r 's  Tale 
source m a te r ia ls  and c r i t i c a l  b ib liograp h y; pp. 275-340,415-417 f o r  
The Tempest source m a te r ia ls  and c r i t i c a l  b ib lio g ra p n y .
H e r e a fte r , th ese  two volumes o f  B u llo u g h 's  works w i l l  be 
a b b rev ia ted  to  n&DSOS.
My two d e v ia t io n s  from the source m a ter ia l l i s t e d  in  B ullough  s 
n&DSOS are w ith  M ontaigne's essa y  and Tlioinas' H is to r ié  vinich,
a lth ou gh  B ullough  m entions, he talces l i t t l e  n o t ic e  o f .  Bee.
V III , p p .249-250.
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which have "something bo th  in  m a tte r  and memner to  commend them.
H is use  o f Holinshed in  Cymbeline i s  an example o f the  f i r s t  k in d  of 
source  u sag e ,  wherein he t ra n s m i t te d  the  thoroughly  d u l l  s e c t io n s  of 
H o linshed  and in fu se d  them w ith  a n a r r a t iv e  excitem ent and them atic  
d ep th  which i s  la c k in g  in  the  o r i g i n a l .  H is use of Gower’ s Conf e s s io  
Am an t  i s  i s  an example of the  second k ind  of source u sag e ,  wherein he 
u sed  a source v/ork which could supply  him w ith  b o th  b a s ic  l i t e r a r y  
components and genu inely  i n s p i r a t i o n a l  c o n ten t .  We may now b eg in  our 
a n a ly s i s  of the  o r ig i n a l  c h a ra c te r  of h i s  romance sou rces  and t h e i r  
d ram a tic  rep ro d u c tio n  with these  two d is t in g u is h a b le  f u n c t io n s  in  
mind.
Shakespeare’ s P e r i c l e s  
There have been many a ttem pts  to  e x p la in  the  d i f f e r e n c e  between 
th e  f i r s t  two Acts of P e r ic le s  and th e  l a s t  th re e  A cts . One o f  the  
arguments produced by modem sch o la rsh ip  i s  t h a t  Shakespeare d id  no t
w r i t e  a l l  o f P e r i c l e s ; p a r t  o f i t  may have been w r i t t e n  e i t h e r  by
296 297 298George W ilk in s ,  V/illiam Rowley, • Thomas Hejr^ood, o r  John
Day.^^^ Then th e re  i s  the  argument put f o r t h  by Edwards t h a t  th e
whole p lay  was w r i t t e n  by Shakespeare, the  problem l i e s  in  the
G eoffrey  Bullough, N a rra t iv e  & Dramatic Sources of Shakespeare 
(London: Routledge & Kegan Pau l, 1957)> V o l . I . , p . x i .
For more on George V/ilkin’ s p a r t  in  P e r i c l e s , see : S ina  S p ik e r ,  
"George W ilk ins and the  au th o rsh ip  of P e r i c l e s ,"  s tu d i e s  in  P h i lo lo g y , 
30, 1933, p p .551-570; H.T. Baker, "The R e la t io n  of S h a k esp ea re 's  
P e r i c l e s  to  G .W ilkin’ s n o v e l ,"  in  P.M.L.A. ,  23, i i . s .  16, 1908 ,p p .100-18.
' For more on William Rowley’ s p a r t  in  P e r ic le  s see# K. i^^uir, 
Shalcesueare as Collabo ra to r  (New York: n a m es  & N oble , I960 ) .
^98 Pqp JJ1OP0 on Thomas Heywooa’ s p a r t  in  10 r i e l  es see . H.D. Gray, 
"Heywoods P e r i c l e s  r e v is e d  by Shakespeare,"  P j _ ^ L ^ . ,  40 ,1925 , p p .507-29;
A.M. C la rk ,  Thomas Hey wood, PI a:\a7right & M is c e l la n i s t  (Oxford:
B. B la ck w e ll ,  1931).
F o r  more on John Day’ s p a r t  in  P e ric le s ,  see : K. Muir, Shakespeare
a s  C o l la b o r a to r , op . c i t .
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d i f f e r e n c e s  between th e  two r e p o r t e r s  and the  th re e  com positors  v/ho 
were re s p o n s ib le  f o r  the  f i r s t  pub lished  t e x t  o f  1609. ^ ^  The problem 
o f  P e r i c l e s  can be t ra c e d  back in  c r i t i c a l  s c h o la rsh ip  througli the  
e d i t i o n s  o f  Malone, Pope, S teevens , and Rowe -  indeed p o s s ib ly  even to  
Heminges and Condell s ince  they  chose n o t to  in c lude  P e r i c l e s  i n  the  
F i r s t  F o l i o .^  Y et, as J .C .  Maxwell n o ted ,  " P e r ic le s  i s  th e  one p lay  
n o t  in  the  F i r s t  F o l io  which i s  now r e g u la r ly  in c lu d ed  in  c o l l e c t e d
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e d i t i o n s . "  The p r in c ip a l  reason  f o r  t h i s  i s  t h a t  P e r i c l e s  does 
form one s e n s ib le ,  coherent dram atic  u n i t  which modem s c h o la r s h ip ,  
however d iv id e d  about A cts , scenes , c o l la b o ra t io n  and so u rc e s ,  has  
judged to  be o f  "Shakespearean" q u a l i t y .  A l l  of P e r i c l e s  p o sse sse s  
the"same deep s t r u c tu r e ,  which conveys a message about i t s  t im e le s s  , 
rhythm of s e p a ra t io n ,  l o s s ,  and re c o v e ry ."  C er ta in  c r i t i c s  o f  the  
l a s t  decade have shown th a t  P e r i c l e s  i s  most p r o f i t a b l y  u n d e rs to o d  i f  
r e a d  a s  a  whole and no t in  p a r t . I  s h a l l  th e re fo re  be examining 
th e  p lay  of P e r i c l e s  b o th  in  t h i s  essay  and throughout t h i s  s tu d y  as
P. Edwards, "An Approach to  the  Problem of P e r i c l e s , " Shakespeare 
Survey , 5, 1952, p p .25-49* J .C . Maxwell in  h i s  c r i t i c a l  i n t r o d u c t io n  to  
h i s  e d i t i o n  of P e r i c l e s  favours  Edwards i n t e r p r e t a t i o n  of P e r i c l e s .
See: J .C .  Maxwell, e d . , P e r ic le s  Prince of Tyre ( Cambridge : -U n iv e rs i ty  
P r e s s ,  1956) ,  passim .
F or more on why P e r ic le s  was excluded from the  F i r s t  F o l i o ,  see : 
Y/.\Y. Greg, The E d i t o r i a l  Problem in  Shakespeare (Oxford: Clarendon 
P r e s s ,  1942) p p .19- 21.
302 J .C .  Maxwell, e d . , P e r i c l e s , p . i x .
P h y l l i s  G orfa in , "Puzzle & A r t i f i c e :  The R iddle  as  M etapoetry  
in  P e r i c l e s , "Shakespeare Survey, 2 9 , 1 9 7 6 , p . l l . f .
804 example, P h y l l i s  Gorfain in  h e r  a r t i c l e  in  Shakespeare 
S u rvey , i b i d . , and in  Douglas Peterson* s Time, T id e , &
Study of S h a k e s p e a r e ’ s Romances (San Liarino, C a l i f o r n ia ,  The hunting*
to n  L ib ra ry ,  1973), P^80 f .  _ . _
The g r e a t  p ioneer in  the f i e l d  of i n t e r p r e t i n g  P e r i c l e s  as  one
c o h eren t  work by Shakespeare i s ,  o f cou rse , G. i i i lson  k n ig h t ,  in  h i s
The Crown of L ife  (New York: Barnes & Noble, 195& r p t . ) ,  e sp .  C h .II
"The W rit in g  of P e r ic le s "  p p .32-75*
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a v/hole as  the  f i r s t  complete romance hy Shakespeare which announces 
the  themes, conven tions , and arguments s e t  dov/n i n  P e r i c l e s , Cymbeline, 
The W in te r 's  Tale and Tempest.
A f te r  examining a c o l l a t i o n  of the  two b e s t  L a t in  m an u sc r ip ts  of 
A p o llon ius  o^ Tyre one f in d s  th a t  the  s p i r i t  o f the  o r i g i n a l  i s  
s t r i k i n g l y  s im i la r  to  S hakespeare 's  v e rs io n  in  P e r i c l e s , a lthough  
S h a k e sp e a re 's  p r in c ip a l  sou rces , the  "L iber Octavus" s e c t io n  of John 
Gower's Confessio Amanti s  and Laurence Twine 's The P a t te rn s  of 
P a in e f u l l  A dventures, probably  d id  no t make d i r e c t  use  of the  a n c ie n t
305L a t in  v e r s io n .  Gower's source f o r  the  s to r y  was p robab ly  Godfrey 
o f  V i t e r b o 's  Pantheon, while Twine appears  to  have gone d i r e c t l y  to  
th e  G esta  Roman0rum. S h a k e s p e a r e ' s  o u ts ta n d in g  a l t e r a t i o n s  from 
th e  o r i g i n a l  L a t in  v e rs io n  and Gov/er and Twine's v e r s io n  a re :  the
305 The L a t in  t e x t  which I  examined v/as c o l l a t e d  from m an u sc rip ts  
"A" and "P", e d i te d  by A. Riese in  the  Teubner s e r i e s  H i s to r i a  
A p o l lo n i i  R e r is  Tyri (L e ip z ig ,  I 893) ,  and i s  s t i l l  co n s id e red  to  be 
th e  b e s t  t e x t  of the  e a r ly  L a tin  v e r s io n .  ■
S c h o la r ly  opinion i s  d iv ided  about the  exac t a u th o rs h ip  and da te  
o f  th e  H e l l e n i s t i c  A pollonius of Tyre. S.H. Haight has a rgued  on the  
b a s i s  o f  language and p lo t  th a t  i t  p ro p e r ly  be longs to  th e  same p e r io d  
a s  th e  w r i t e r  Xenophon of Ephesus, s p e c i f i c a l l y  a f t e r  h i s  E phes iaca  
v/hich i s  c u r r e n t ly  d a ted  soon a f t e r  the  end of the  f i r s t  c en tu ry  AD. 
Erwin Rohde suggested  th a t  Apoollonius of Tyre i s  e i t h e r  a f i f t h  o r  
s i x t h  c en tu ry  AD t r a n s l a t i o n  or a f r e e  a d a p ta t io n  from Greek in to  
L a t in  of a H e l l e n i s t i c  romance. Ben Edwin P e rry  argued on the  b a s i s  
of " i t s  abundant numismatic term inology" t h a t  A pollonius of Tyre can 
be d a te d  c o n f id e n t ly  to the t h i r d  cen tury  AD. P erry  a lso  c la im s t h a t  
i t  i s  a unique L a t in  romance. See, r e s p e c t iv e ly , :  E l iz a b e th  H azelton  
H a ig h t ,  More Essays on Greek Romances (Hew York: Longmans, Green & Co., 
1945) ;  Erwin Rohde, Der g r ie c h isch e  Roman und se ine  V o r la u fe r  (L e ip z ig :  
1914);  e s p .p p .435-453; Ben Edwin P e rry ,  The Ancient Romances 
(B erk e ley  & Los Angeles: U n iv e rs i ty  of C a l i fo rn ia  P r e s s ,  1967).
See: G. B ullough, H&DSOS VI, p .354,357. A ll  r e f e re n c e s  made to  
Gower and Tv/ine's work w i l l  r e f e r  to  t h i s  volume, c o n ta in in g  "Source. 
From Confessio  Amantis, book V II I ,  by John Gower (1554 edn.)", and 
" S o u rc e .  The P a tto rn e  of P a in e fu l l  A dventures, by Laurence Twine 
( 1594? eclnTy," r e s p e c t iv e ly  pp. 375-422,423-481. I  have a ls o  examined 
John Gower, Confessio  Amantis (Hew York : H o lt ,  R in eh ar t  & uinsvon,
1968) ,  e d i t e d  by R u sse ll  A. Peck, esp . pp .416—493 A pollon ius  o f  I'yre «
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s t r e s s i n g  of the l y r i c a l  theme of r e g e n e ra t io n  and reco v e ry ,  the
t ra n s fo rm a t io n  o f the  id e a  of fo r tu n e  in to  the  image of the  sea ,  the
t ra n s fo rm a t io n  of the  J o h - l ik e  i n t e r p r e t a t i o n  of the  A po llon ius  s to ry
which one f in d s  in  Gower and Twine in to  a t a l e  which i s  more s e c u la r
in  s p i r i t ,  the  use  of John Gower w ith in  P e r i c l e s  a s  a c h o ru s , th e  use
of dumb shows, and th e  employment of music a s  a d ram atic  complement*
Both Gower and Twine hold  in  check the  romance d i v e r s i t y  o f  the
A po llon ius  o f  Tyre legend by c o n c e n tra t in g  on the  in c e p t io n ,  c r e a t i o n ,
s e p a ra t io n  and reun ion  of A po llon ius ' fam ily .  Unlike the  Odyssey o r
A r i o s t o ' s  Orlando F u r io so  th e re  a re  no t a l e s - w i t h i n - a - t a l e  which
r e l a t e  to  t a n g e n t i a l  o r  ex traneous m a t te r .  E very th ing  which i s
spoken o f  i n  Gower and Tv/ine' s v e rs io n  r e l a t e s  d i r e c t l y  to  th e  fa m ily
romance o f  A p o llon ius , h i s  daughter and h i s  w ife . I t  i s  Tw ine 's
s t y l e ,  however, to  " f l u f f - o u t "  h i s  n a r r a t iv e  w ith  a s  much d e t a i l  a s
p o s s ib le ,  whereas Gower c u ts  down to  the  bone o f the  A pollon ius  legend
and c a r r i e s  th e  t a l e  along w ith  a spare use of d ia logue  and on ly  th e
307most e s s e n t i a l  d e t a i l s .
In  some r e s p e c ts  P e r ic le s  i s  v i r t u a l l y  a p lay  John Gower. Hot 
o n ly  does the  f ig u r e  of Gower n a r r a te  the  p la y ,  b u t  the  s t y l e  and 
s p i r i t  o f  S h ak esp ea re 's  P e r i c l e s  i s  remarkably l i k e  John Gower's 
w r i t i n g  in  the  e ig h th  book of the Confessio Amantis, a "k ind  o f 
n a r r a t i v e  so s p a r e , so d i r e c t ,  and so co n cen tra ted  on the  ev en t .
In  th e  C onfessio  Amantis Gower does no t occupy h im se lf  v.dth c h a r a c te r  
d e t a i l  o r  p sy ch o lo g ica l  development, w ith  r i c h  metaphors o r  e la b o r a te  
•scenes of s o c ia l  i n t e r a c t i o n ;  the  emphasis i s  on what happens. The
Compare, f o r  in s ta n c e ,  T /d n e 's  o v e r- len g th y  d e s c r ip t i o n  of 
L u c in a 's  body w ith  Gower's d e s c r ip t io n  a t  the  same p o in t  in  the  
A p o llo n iu s '  n a r r a t i v e .  See: G. Bullough, H&DSOS, VI, pp.447”448jP*4GG*
308 C.S. Lev/is, The A llegory of Love, o n .o d d . , p.209*
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o f te n  overlooked a t t r a c t i o n s  of the  Confessio  Amantis r e s t  w ith  
Gower's use  of an e f f e c t i v e ,  fas t-m ov ing  n a r r a t i v e ,  a  language which 
i s  p e r f e c t l y  simple and d i r e c t .  With re g a rd  to  h i s  s t y l e ,  Gower i s  
i n  a  sense a k ind  of fo u r te e n th  c en tu ry  Hemingway.
One o f th e  b e s t  examples of Gower's" e f f e c t i v e  s im p l i c i t y  i s  the  
scene in  the  Confessio Amantis in  which A pollon ius  of T y re 's  w ife 
g iv e s  b i r t h  to  a c h i ld  on board sh ip  in  the  middle of a storm and then  
ap p ea rs  to  d ie  (h&DSOS, VI, p p .396-398). S h ak esp ea re 's  r e n d e r in g  of 
t h i s  scene in  P e r i c l e s , Act one, scene one i s  a g re a t  compliment to  
and comment on Gower's a r t i s t r y .  Indeed, th e  commonplace c r i t i c a l  
remark about t h i s  scene in  P e r i c l e s , t h a t  i t  i s  the  b eg in n in g  o f a 
more s u b t l e ,  l e s s  "crude" dram atic  p re s e n ta t io n  in  the  d r a m a , i s  
q u i t e  p o s s ib ly  a m isreading  of what i s  happening in  the  a r t i s t i c  
development of the  p lay . As in  Gowep's Confessio A m antis , Shakespeare 
b u i l d s  up to  t h i s  l y r i c a l  h ig h -p o in t  by means of a spare  n a r r a t i o n  of 
e v e n ts .  The power and beau ty  of t h i s  scene a t t e s t s  to  the  d i r e c t  
in f lu e n c e  o f  the  tone and s ty le  of John Gower, as  i f  Shakespeare had 
been  fo l lo w in g  along w ith  Gower's ren d e r in g  of the  t a l e  in  the  
C onfessio  Amantis and then was suddenly in s p i r e d  by a p e rc e p t iv e  
im i t a t i o n  of John Gower's l i t e r a r y  d i s t i n c t i v e n e s s .
A s h o r t e r  example of Gower's p o s i t iv e  in f lu e n c e  upon Shakespeare 
in  P e r i c l e s  shows in  a number of e x p l i c i t  v e rb a l  echoes, echoes which 
we f i n d  a re  t r u e  to  the  same q u a l i ty  of e f f e c t iv e  s im p l ic i ty .  Thus 
tow ards the  end of Gower's t e l l i n g  of the  A pollonius of Tyre s to r y  
in  th e  Confessio  Amantis A pollon ius ' daughter responds to  him v/ith 
th e se  words a f t e r  she has been s tru ck  by h e r  as  y e t  unlcnov/n f a t h e r :
8^9 example, see G.A. B a r k e r 's  remarks in  h i s  a r t i c l e  "Themes 
& V a r ia t io n s  in  P e r i c l e s ,"  pp. 196-215 in  S h ak esp ea re 's  l a t e r  
Comedies (London: Penguin yb. ,  1 9 7 l) ,  sd. B .J .  Palmer, e sp . p. 20c.
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•••my lo r d e ,  I  am a mayde,
And i f  ye wyst, what I  am,
And out o f  Y/hat l in a g e  I  cam,
Ye wolde n o t he so sa lvage .
(h&DSOS, V I . , p . 414)
V/hile Marina says to  P e r i c l e s  a t  v i r t u a l l y  the  same p o in t  in  th e  same
scene: -
I  am a maid,
My l o r d . , ,
. . .m y  lo r d ,  i f  you d id  know my parentage 
You would no t do me v io le n c e .
( P e r .V .1 . 83- 8 4 ,98- 99)
As a r e s u l t  o f  Gower* s in f lu en ce  on Shakespeare hy way of the
C onfess io  Am antis, P e r i c l e s  s tands  out among S h ak esp ea re 's  romances
a s  a p la y  which i s  " f r e e r  than any o f them from c e r t a i n  ty p es  o f
to r tu o u s n e s s  and over e la b o ra t io n  t h a t  o c c a s io n a l ly  i n t e r f e r s  w ith
310o ur enjoyment o f  them." This s t ra ig h t fo rw a rd  q u a l i t y  o f  the  
p la y  shows f o r t h  not only  in  the  n a tu re  of the  w r i t in g  and the  
n a r r a t i v e  development, bu t in  the  p o r t r a y a l  o f  P e r i c l e s  h im se lf .
" In  th e  o th e r  romances the  p r in c ip a l  f i g u r e s  must s u f f e r  a  change of 
h e a r t , "  a s  Donald S ta u f f e r  has  n o ted ,  '’Cymbeline must become aware 
o f  h i s  own ra sh  judgements and admit h i s  b l in d n e s s ;  Leontes must 
s lough  o f f  j e a l o u s ly ,  even as Prospero renounces h i s  i s o l a t e d  l i f e  
o f i n t r o s p e c t i o n . B u t  t h i s  i s  no t so w ith  P e r i c l e s ,  v/ho l i v e s  
h i s  l i f e  by rem ain ing  constan t to  h i s  v i r tu o u s  q u a l i t i e s .
Both the  e t h i c a l  and s t r u c t u r a l  in t e n t io n s  of Twine's The 
P a t t e r n e  of P a in e f u l l  Adventures read  as a poor im i ta t io n  of Gower's 
v e r s io n  of th e  A pollonius of Tyre romance. I f  any d i f f e r e n c e  s t i c k s  
o u t ,  a f t e r  th e  f a c t  th a t  Gower’ s v e rs io n  i s  in  ve rse  and T v in e 's  
v e r s io n  i s  p rose  f i c t i o n ,  i t  i s  p r im a r i ly  Twine's c o n c e n tra t in g  on the
310 J .C .  Maxv/ell, e d . , P e r i c l e s , op . c i t . , p .x x v i i i .
8^^ Donald A. S ta u f f e r ,  Shakespeare' S World of Imageq -  
Development o f  His Moral Ideas  (Hew York: W../. Horton ûc Co., I n c . ,
194977^ 707“ “
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sensuous and down-to-earth, q u a l i t i e s  of the  A pollon ius  romance, a 
c e r t a i n  a ttem pt to  g a th e r  d e t a i l s  which Gov/er i n  h i s  v e rs io n  chose to  
o v e rlook . Thus in  t h a t  superb moment in  the  t a l e  v/hen Apollonius* 
v/ife i s  brought back from "death" by the  c r a f t  o f th e  p h y s ic ia n ,  t h i s  
m iracu lous  r e s to r a t io n  i s  obscured by the  fo cu s  be in g  g iven  to  the  
f i n a n c i a l  reward which the  p h ys ic ian  re c e iv e s  f o r  t h i s  a c t io n .  "For 
thou  h a s t  r e s to r e d  h e r  unto l i f e , "  says a  fe l lo w  d o c to r ,  "and she 
h a th  b rought w ith  h e r  g re a t  summes of money" (H&DSOS, V I ,p .450). What 
magic Twine cap tu res  from the A pollonius o f  Tyre romance seems p u re ly  
a c c id e n ta l .  The importance of Tv/ine*s The P a t te rn e  o f  P a in e f u l l  
A dventures when read  a t  the  same time as  Gower* s v e r s io n  i s  t h a t  i t  
r e in f o r c e s  and u n d e r l in e s  the  themes and d ev ices  v/hich Gower u se s  to  
g r e a t e r  e f f e c t .
In  th e  in t ro d u c to ry  v e rse s  to  Gower’ s v e rs io n  of th e  A po llon ius
o f  %/re romance th e  Confessor c laim s t h a t  the  v e rs io n  about to  be
r e l a t e d  i s  meant to  i l l u s t r a t e  a moral p o in t :  the  rew ards of lav/ful
and un law fu l lo v e .  Apollonius ex em p lif ie s  the. rev/ards of a  l i f e
l i v e d  h o n e s t ly  and t ru e  to  lo v e ,  whereas the  in c e s tu o u s  k in g  " the
g r e a t  Antiochus" (H&DSOS, V I ,p .376), h i s  d augh te r ,  p lu s  S t r a n g u i l io
and Dionyse o f  Tharse (S h ak esp ea re 's  Cleon and Dionyza of Tharsus)
i l l u s t r a t e  the  e v i l s  o f  unlaw fu l, o r  u n n a tu ra l  lo v e .  Gower's moral
co n c lu s io n  f o r  th e  A pollonius romance i s  a s  c l ip p e d ,  n a ïv e ,  and
d i r e c t  a s  the  romance s ty le  which c h a r a c te r iz e s  h i s  v e r s io n  o f the  t a le i
Fortune  though she be not s t a b l e .
Yet a t  sometime i s  favourab le  
To hem, t h a t  ben of love trewe.
But c e r t e s  i t  i s  f o r  to rewe.
To see love agein  kynde f a l l e .
As thou might of to fo re  red e .
(H&DSOS, V I,p .423)
Gower’ s t e l l i n g  o f  the  Apollonius of Tyre legend a r t i c u l a t e s  a 
v e ry  s t ro n g  av/areness of the  n a tu ra l  fo rce  o f  r e g e n e ra t io n ,  a 
r e g e n e ra t io n  which i s  guided hy God's grace in  response  to  th e  moral
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w orth  o f each in d iv id u a l .  Yet the  in d iv id u a l s  caught up in  the  t u r ­
bu lence  o f l o s s  and re g e n e ra t io n  a re  no t aware of t h e i r  guidance u n t i l  
t h e i r  romance draws to  a c lo s e .  Thus when Apollonius* wife appears  to  
have d ie d ,  A po llon ius  c r i e s  o u t :
Ah w ife ,
My jo y e ,  my l u s t ,  and my d esy re .
My w ea lth ,  and my r e c o v e r i e ,
V.hy s h a l l  I  l i v e ,  and thou s h a l t  d ie .
(M&hSOS,V I,p .397 )
Like the  l i n e s  which P e r i c l e s  u t t e r s  a t  th e  time of h i s  w if e ’ s d e a th  in
S hakespeare ’ s v e r s io n ,  " I . . .m u s t  c a s t  th e e ,  s c a rc e ly  c o f f in e d ,  in  the
ooze" ( P e r . I l l , i . 37 , 59) ,  th e re  i s  a  profound te n d e rn es s  in  the  moment
o f l o s s ,  a b e l i e f  t h a t  the  l o s s  i s  f o r e v e r ,  and an exposure of th e
p r o t a g o n i s t ’ s innerm ost so u l .  N e i th e r  Gower’ s o r  Tv/ine’ s A po llon ius
n o r  S hakespeare ’ s P e r i c l e s  a re  av/are t h a t  t h e i r  g r e a t e s t  sorrows w i l l
e v e n tu a l ly  le a d  them to  t h e i r  g r e a t e s t  jo y s .  As w ith  th e  p r o t a g o n i s t ’ s
in  Homer’ s Odyssey, t h e i r  p r o ta g o n is t s  undergo a p a t t e r n  o f  e x is te n c e
in  which " t h e i r  moments of f a in tn e s s  are  l i k e  dow nfa lls  in to  the
underw orld  o f  e x i s t e n c e ,  t h e i r  moments of v i c to r y  ^ h a l l  b e j  l i k e
312trium phs over m a t t e r . "  In  b o th  Gower’ s and Tv/ine’ s v e rs io n  o f the  
A po llon ius  romance the  b e s t  people seem to  d i e ,  then  l i v e  on . 
s e p a ra te d  from t h e i r  k in ,  to  be f i n a l l y  r e u n i t e d  in  an in te n s e  scene 
o f  em otional and s p i r i t u a l  r e b i r t h .  The experience  o f ap paren t d ea th  
le a d s  l i f e  fo rw ard ,  d e a th  "does no t w ait a t  the  end to  a r r e s t  / T i f e /
Paolo V ivan te , T ^  Homeric Im ag ina tion  -  A Study of Homer* s 
P o e t ic  P e rc e p t io n  of R e a l i ty  {Bloomington, In d ia n a :  Ind ianaT D nIvers ity  
P r e s s ,  Î 9 W r ^ 9 .
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313•« .a n d  to  d ie  i s  d i f f e r e n t  from what anyone supposed, and l u c k i e r . "
I t  i s  s i g n i f i c a n t  t h a t  Shakespeare chose the  form at o f  the  
A p o llo n iu s  o f Tyre romance on which to  b u i ld  h i s  f i r s t  romance, r a t h e r  
then  th e  A e th io p ic a , C litophon & L eucippe , o r  Daphnes & Chloe which 
a l l  a t tem p t to  end t h e i r  n a r r a t i v e  w ith  the  n e a t  love  kno t o f  th e  hero  
and h e r o in e ’ s m a rr iag e .  A po llon ius  i s  m arr ied  by a t  l e a s t  ha lf-w ay  
th ro u g h  th e  s to r y  in  b o th  Gower’ s and Tv/ine’ s v e r s io n s ,  and the  
muddle and chaos o f  A p o llo n iu s ’ l i f e  i s  n o t  c l a r i f i e d  in  any way by 
th e  ta n g ib le  e x p e c ta t io n  of lo v e ’ s f u l f i l l m e n t .  A po llon ius  th in k s  
h i s  w ife  and c h i ld  a re  dead; y e t  he t r a v e l s  onward. In  many ways 
Shakespeare  chose the  most d i f f i c u l t  H e l l e n i s t i c  romance to  t r a n s l a t e  
i n to  a few hours  of s tag e  drama. The p r in c ip a l  n a r r a t i v e  d^mamic in  
th e  s t o r y  of A po llon ius  of Tyre i s  a c o n s ta n t  a g i t a t i o n  towards a 
nonapparen t g o a l .  The a c t io n  ta k e s  p lace  in  a k in d  of i n t a n g i b l e ,  
in d e te rm in a te  energy f i e l d .  The ev en tu a l  reun ion  i s  a t o t a l  re co v e ry  
o f  e v e ry th in g  which was l o s t .  An e q u iv a le n t  romance s t r u c t u r i n g  i n ,  
say , Homer’ s Odyssey, would be i f  Homer had " k i l l e d  o f f "  Penelope, 
Telemachus, and th e  Kingdom of I t h a c a  -  and Odysseus s t i l l  t r a v e l l e d  
onward and e v e n tu a l ly  reco v ered  Penelope, Telemachus, and I th a c a .
The n a r r a t i v e  rhythm of Gower’ s and Twine’ s v e r s io n s  o f  the  
A po llon ius  of Tyre romance i s  b u i l t  on s u c c e s s iv e ly  r i s i n g  and f a l l i n g  
waves o f a c t i o n ,  each s e c t io n  capped -o ff  w ith  " c l i f f - h a n g e r "  in c id e n t s  
and a h igh  p la te a u  of em otional te n s io n  o r  r e l e a s e .  Both a u th o rs  
co u n te rb a lan ce  the  extreme inde te rm inacy  o f a c t io n  by d e f in in g  t h e i r
Walt m i t  man, "Song of M yse lf" ,  number 6 ,11 .127 ,130 , in  ’Valt 
Whitman, Leaves o f  G rass, ed . E.Holloway (London: Dent,1964)
Of course  th e  theme of re g e n e ra t io n  in  romance l i t e r a t u r e  i s  a lso  
one o f  those  id e a s  which i s  so a l l - p e r v a s iv e  t h a t  Shakespeare could  
have re c e iv e d  i n s p i r a t i o n  f o r  t h i s  theme from any one of the  H e llen ­
i s t i c  p rose  romances, the  F a e r ie  Qneene, the  Orlando F u r io s o , l e  j .o r te  
D’A r th u r , o r  the  A rc ad ia , v/hat’ s im portan t here i s  to  note  t h i s  
th em atic  l i n k  between Gower, Twine, and Shakespeare — of>en a s  i t  must 
be to  a number o f  e x t e r n a l ,  i n s p i r a t i o n a l  re in fo rce m e n ts .
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c h a r a c te r s  q u ick ly  and unambiguously. A pollon ius  o f  Tyre i s  v i r t u o u s ,
r e s i l i e n t ,  and b ew ild e red , w hile  h i s  wife and d au g h te r  a re  bo th
p o r t ra y e d  as  a t t r a c t i v e  v e r s io n s  o f  the  s t e a d f a s t ,  m ora lly  r ig h te o u s
fem ale . The f a b r i c  o f  c h a r a c te r  inter^ib^r i s  no t s e v e re ly  d i s r u p te d  by
any sh arp ,  unexpec ted  c h a r a c te r  changes. Yet Apolbnius and h i s  fa m ily
a re  no t l i f e l e s s  p ro to ty p e s ;  what saves them from t h i s  -  e s p e c i a l l y  in  _
Gower -  i s  th e  n a r r a t i v e  in s i s t e n c e  on the  in d iv id u a l  i n t e g r i t y  of
t h e i r  s u f f e r in g .  Like the  c h a r a c te r  of Job in  the  Old Testam ent, the
s to r y  o f  A p o llo n iu s '  s u f f e r in g  i s  e f f e c t i v e  as  l i t e r a t u r e  because i t
• 314i s  b o th  examplary and in d iv id u a l .
Another c r u c i a l  element which g iv es  coherency to  the  extreme 
m ix tu re  o f  c h a r a c te r s  and themes in  Gower's and Tw ine 's  v e r s io n s  of 
th e  A p o llon ius  romance and in  S h a k esp ea re 's  P e r i c l e s  i s  the  c o n s ta n t  
background o f the  sea .  With th e  use  of the  sea  we have .another 
romance th em atic  element which goes back to  C la s s ic a l  romance. 
S hakespeare , however, t ran sfo rm s  the  r o le  of th e  sea  a s  i t  i s  found 
in  Gower and Twine ( i n  whose v e r s io n s  the  sea  i s  an e x ten s io n  o f God's 
w i l l  o r  a f l e e t i n g  analogy to  f o r t u n e ' s  u n p r e d i c t a b i l i t y )  and makes 
i t  i n to  an indep en d en t,  symbolic metaphor which h e lp s  to  g ive  coherency 
to  th e  s t r u c t u r e  o f  P e r i c l e s .
A p a r t i c u l a r l y  s t r i k i n g  example o f  S h ak esp ea re 's  employment o f  
the  sea  as  a  powerful and c o n s i s t e n t  metaphor f o r  fo r tu n e  may be seen 
by comparing two passages  from Gower's Confessio  Amantis and 
S h a k e sp e a re 's  v e r s io n  of the  A po llon ius  romance a t  t h a t  p o in t  in  the  
’t a l e  when A p o l lo n iu s -P e r ic le s  l e a r n s  he i s  s t i l l  b e in g  chased by th e
The Job legend  i s  a lso  an i n t e r e s t i n g  example o f  a romance. The 
n a r r a t i v e  development from d e s o la t io n ,  th rough s u f f e r in g ,  t r i a l ,  
c o n fe ss io n  and r e s t o r a t i o n  may be re a d  as  a c h a r a c t e r i s t i c  romance 
development. V<h.at p r i n c i p a l l y  d i s t in g u i s h e s  Job from the  p a t t e r n  of 
romance one f in d s  in  the  Odyssey, i s  t h a t  Job i s  th e o c e n t r i c  and th e  
Odyssey i s  horaocentric , Frye o f f e r s  some f u r t h e r  i n t e r e s t i n g  
s p e c u la t io n s  on re a d in g  the book o f Job as a  romance. See: H .P rye , 
Anatomy o f  C r i t i c i s m , op. c i t . , p .l89«
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in c e s tu o u s  King Antiochus and he must f l e e  h i s  r e t r e a t  in  T harse -
T harsus . In  Gower's v e r s io n  the  n a r r a t o r  comments on A p o llo n iu s '  need
to  wander aga in  w ith :
Fo r tune  h a th  ev e r  he muahle 
and maie no w hile  stonde s t a b l e .
F or now i t  h i e th ,  now i t  low eth ,
Howe s t a n t  u p r ig h t ,  nowe overth row eth ,
Howe f u l l  of b l i s s e ,  and nowe of b a le .
As i n  th e  te l ly n g e  of my t a l e .
(H&DSOS,V I ,p .384)315
At t h i s  p o in t  in  P e r i c l e s , Gower comments on P e r i c l e s '  new prob­
lem by say ing  t h a t  he should a c t  a s  ad v ised  and:
put f o r t h  to  sea s ,
V/here when men b e e n ^ th e r e 's  seldom ease ;
F o r  now the  wind b eg in s  to  blow;
Thunder above and deeps below 
Makes such u n q u ie t  t h a t  th e  sh ip
. . . i s  w reck 'd  and s p l i t ;
And h e . . .
By waves from c o as t  to  c o as t  i s  t o s s 'd .
T i l l  f o r t u n e . . .
Threw him a sh o re ,  to  g ive  him g lad .
( P e r . Chor. I I , 27-34 .37-38) 
I t  lo o k s  he re  a s  i f  Shakespeare had read  between John Gower's l i n e s  in  
th e  C onfess io  Amantis and f e l t  the  heave and sw ell o f the  sea  o f  f o r ­
tune  in  such l i n e s  as  "now i t  h i e t h ,  nowe i t  low eth , /  Howe s t a n t  
u p r i g h t ,  nowe overth row eth"  and decided  to  develop what he sensed  
about the  s to r y  by expanding upon the  metaphor of the  sea .
Shakespeare a l s o  a l t e r s  the  A pollon ius  of Tyre legend  by a t t r i ­
b u t in g  the  good f o r tu n e  which A pollon ius  and h i s  fa m ily  exper ience  to  
t h e i r  own p e r s o n a l i t y ,  r e s i l i e n c e  and lu c k .  Both Gower and Twine were 
c a r e f u l  to  p o in t  ou t t h a t  t h e i r  s to r y  i l l u s t r a t e d  the  workings o f  God's
^ P a r e n t h e t i c a l l y ,  t h i s  passage from Gower a lso  se rv es  to  i l l u s ­
t r a t e  an a r t i s t i c  s e l f - c o n s c io u s n e s s ,  an awareness o f  the  romance a£ 
s to r y  which Shakespeare a lso  develops th roughout h i s  ov/n romances. As 
R u sse l l  Peck n o te d ,  as a medieval poem of c o n so la t io n  Gower's Confes­
s io  Amantis has  as  one of i t s  "prim ary sub j e c t / ^ . . .  the  n a r r a t o r ' s  
r e s t l e s s  s t a t e  o f  mind; the  p lo t  i s  h i s  sea rch  f o r  repose"  -  and sub­
seq u en tly  one i s  aware of the  whole work a s  a f i c t i v e  c o n so la t io n .  
See: John Gower, Confessio  Amantis, ed. R.A. Peck, op. c i t . , p . x i .
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grace  and His t r u e  lo v e .  The ev en tu a l  reun ion  between A po llon ius  and 
h i s  fa m ily  in  Gower* s Confessio  Amantis i s  sugges ted  to  be a  C h r is t ia n  
m ir a c le .  As th e  n a r r a t o r  says a t  t h i s  p o in t  in  Gower's v e rs io n  o f the
A p o llon ius  romance: "For every  man t h i s  t a l e  h a th  to ld e ,  /  As f o r
m ir a c le ,  and weren g lade"  (H&DSOS,V I ,p .419). Shakespeare s e c u la r i z e s  
t h i s  C h r i s t i a n  s p i r i t  and su g g es ts ,  in  much the  same tone as  Gower 
spoke o f m i r a c le s ,  t h a t  v/e a re  meant to  r e a d  the  p lay  of P e r i c l e s  no t
p r im a r i ly  a s  an a f f i r m a t io n  o f  God *s g race ,  b u t  to  " read  i t  f o r
r e s t o r a t i v e s . . . t o  g lad  / o u r /  e a r ,  and p lease  / o u r /  e y e s . . . ^ o r /  the  
purchase  i s  to  make men g lo r io u s"  ( P e r . C h o r . I ,8 ,4 ,9 * ) •
The d i f f e r e n t  rea d in g  here  o f  the  A pollon ius  romance in  Gower, 
Twine, and Shakespeare  may be a t t r i b u t a b l e  to  the  d i f f e r e n c e  between 
the  s e n s i b i l i t i e s  o f  medieval th eo cracy  and re n a is s a n c e  humanism- 
T h e a t r i c a l l y ,  w ith  re g a rd s  to  S h ak esp ea re 's  r e c r e a t io n  of the  o ld  t a l e  
on th e  Jacobean s ta g e ,  i t  a l t e r s  the  audience fo cu s  in  the  romance from 
God's achievem ents to  man's achievem ents. Like Odysseus i n  the  
Odyssey and th e  d i f f e r e n t  s e t s  of p r o ta g o n is t s  i n  the  H e l l e n i s t i c  prose 
romances, A r i o s t o ' s  Orlando F u r io s o , and Robert G reene 's  The H is to ry  
o f  Orlando F u r io s o , the  c e n t r a l  wonder o f ' P e r i c l e s  i s  n o t  the  d iv in e  
power who h e lp s  o r  h in d e rs  t h e ’ p r o ta g o n is t s  b u t  the  g lo r io u s  ch a rac ­
t e r  o f  th e  t ro u b le d  w anderers who can e v e n tu a l ly  f i n d  t h e i r  way back 
h om e.^ lG
S h a k e sp e a re 's  u se  of John Gower as a chorus in  P e r i c l e s  condenses
Morte D 'A rthur p re s e n ts  a s p e c ia l  case w ith  re g a rd s  to  t h i s  
q u es t io n  of th e o c e n t r i c  and homocentric romance because Malory so 
e x q u i s i t e l y  b a la n c e s  o f f  the  a t t r a c t i o n s  of the  S a n g ra i l  k n ig h ts  
a g a in s t  th e  a t t r a c t i o n s  o f the  e a r th ly  k n ig h ts .  Both world views a re  
o f f e r e d  and the  r e a d e r  may decide which i s  b e s t .
Hughes s t r u g g le s  in  T l^  M isfo rtu n es  o f  A rthu r  to  p re se n t  the  
same b a lan ce  as  Malory, and f a i l s  m ise rab ly  to  e s t a b l i s h  e i t h e r  s ide  
of the  b a la n c e .
D ay 's  The I s l e  of Gul l s  cou ld  be c a l l e d  a homocentric romance, 
were i t  n o t  f o r  the  f a c t  t h a t  Day's ' romance drama f a i l s  to  c r e a te  a 
world view and th e  romance sense of a "world a p a r t . "
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i n to  one f ig u r e  the  fu n c t io n s  o f  th r e e  d i f f e r e n t  d ev ice s  in  the  sources: 
the  n a r r a t o r  o r  a u th o r i a l  f ig u r e  who d i r e c t s  the  a c t io n  or makes h e lp ­
f u l  commentary on th e  a c t io n  (Gower's "C onfessor" , Laurence T.vine 
h im s e l f ) ;  th e  use  o f  a source hook as  the  c r e d i t e d  o r ig in  of the  s to r y  
which i s  b e in g  n a r r a t e d  ( th e  "ch ron ike"  in  Gower, what Twine s ig h t s  as  
the  cause o f  h i s  " la b o r  and t r a v e l " ,  H&DSOS, V I ,p .424); the  use  o f  
d i r e c t i v e  a s id e s  a t  the  " s to p  and s t a r t "  moment o f  en tre lacem en t (such  
a s  "How l e t t e  we t h i s  / p e r s o n /  here  /  And speke o f . . . "  in  Gower, o r  
"Let us  leav e  now a w hile  / t h i s  p e rs o n /» . .  and l e t  u s  looke backe 
u n t o . . . "  in  Twine, H&DSOS, V I ,p .409,450)» Gower may appear to  be an 
odd f i g u r e  f o r  Shakespeare to  have used  on the  s ta g e ,  b u t  the  source
m a t e r i a l s  demand t h a t  the  'romance s to r y  be a s s i s t e d  w ith  some k in d  o f
317d i r e c t ,  n a r r a t i v e  a id .  TTaere i s  a l s o  a p receden t f o r  the  use  of
t h i s  dev ice  on th e  s tag e  in  the  age o f  Shakespeare, when e a r l i e r  in
1598-1600 the  A d m ira l 's  Men u sed  the  l a t e  medieval poet John Ske lton
to  p rov ide  c h o ra l  commentary i n  The Dov/nfall o f  Robert B ar i  of
q
Huntingdon by Henry C h e t t ie  and Anthony Munday.
The "C onfessor" in  Gower b e g in s  by warning th e  r e a d e r  t h a t  the  
A po llo n iu s  o f Tyre s to r y  " i s  a lo n g  p ro cess  to  here"  (H&DSOS, V I,p .
376) and su b seq u en tly  does e v e ry th in g  he can to  smooth the  way of the  
n a r r a t i v e ,  w hile  Twine in t ro d u c e s  th e  p a t t e r n  o f  A p o llo n iu s '  p a in fu l  
ad v en tu res  w i th  a c h a p te r  by c h a p te r ,  in c id e n t  by in c id e n t  "Table"
A Romance dev ice  which John B arton  used  in  h i s  S t r a t f o r d  summer 
o f  1974 p ro d u c tio n  o f Cymbeline by hav ing  the so o th say e r  ? h i1harm on iu  s 
a c t  a s  i f  he were d i r e c t i n g  o r re a d in g  the p lay  to  the audience ou t of
a huge volume which was k ep t  to  the  s ide  of th e  s ta g e .  At the  end of
the  performance the  c h a r a c te r s  g a th e red  around t h i s  volume as  P h i l h a r -  
monius read  to  them the "V/henas a l i o n ' s  whelp" prophecy from i t .  The
d i r e c t o r  in  t h i s  p ro d u c tio n  th u s  used  a romance device as  o ld  as
Demodolvos and Odysseus in  the  Odyssey to  b in d  the  w ide-rang ing  romance 
n a r r a t i v e .
See: A.Herbage, Shakespeare & The R ival T r a d i t io n s ,  op. c i t . , p . 8 4 , 
who p o in ts  ou t the  e a r l i e r  use of t h i s  device  of a medieval poet 
n a r r a t i n g  a drama in  th e  age of Shakespeare.
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( M&DSOS,V I ,p p ,4 2 4 - 4 2 6 ) ^ Both a u th o rs  show they  were v e ry  much 
aware oi the  f a c t  t h a t  they  were d e a l in g  w ith  the  romance m u l t iv e r s e , 
and S h a k e sp e a re 's  u se  of dumb—shows in  P e r i c l e s , in  a d d i t io n  to  h i s  use 
o f  Gower, i s  u l t i m a t e l y  t r a c e a b le  to  t h i s  awareness in  the  sou rces  -  
the  dumb-shows b e in g  used  a s  a way o f " te le sc o p in g "  or condensing the 
d ram atic  a c t i o n .
In  the  a ttem p t to  adap t non-dram atic  n a r r a t i v e  to  d ram atic
n a r r a t i v e  in  the  age o f Shakespeare, P e r i c l e s  occupies an im portan t
p lace  b o th  because i t  i s  S h ak esp ea re 's  f i r s t  romance p lay  and because
Shakespeare r e l i e s  so h e a v i ly  upon the  f ig u r e  of John Gower to  a c t u a l l y
conduct the  p la y  a s  i f  he were r e l a t i n g  a romance p iece  of h i s  own
from C onfessio  Amantis. Concerning Gower's ro le  in  P e r i c l e s  one
c r i t i c  went so f a r  as  to  suggest t h a t  the  c e n t r a l  s to ry  in  P e r i c l e s
320i s  a k in d  o f  pantomime background f o r  Gower's s t o r y t e l l i n g .  There 
i s  no d oub ting , however, t h a t  the  p lay  a drama -  a lth o u g h  as  a 
drama i t  i s  a  m ix ture  of a one-man performance by a m aste r  s t o r y t e l l e r  
and a l e g i t im a te  t h e a t r i c a l  p re s e n ta t io n  demanding p la y - a c to r s  and 
a c t r e s s e s .  With P e r i c l e s  Shakespeare i s  h a l f  of the  time in  the  
romance book and h a l f  o f  the  time on the s ta g e .  I t  i s  a rem arkable 
su c c e ss ,  b u t  a lso  a somewhat abnormal p ro d u c tio n . In  P e r i c l e s  
Shakespeare has  n o t  y e t  sh a rp ly  d e l in e a te d  between the  w r i t t e n  romance 
and th e  perform ed romance. He i s  "hedging h i s  b e t s "  by u s in g  the  
te ch n iq u es  o f  b o th  l i t e r a r y  s t y l e s ,  and no t  u n t i l  Cymbeline does he
I t  i s  worthwhile n o t in g  here  t h a t  George W ilk in 's  T ^  P a in f u l l  
A dventures o f  P e r i c l e s  P rince  of Tyre ( l 6 0 8 ) , a work which Bullough 
r e l e g a t e s  to  the  s t a t u s  of an "analogue" f o r  P e r i c l e s , which was 
a p p a re n t ly  based  on P e r i c l e s  and t r y i n g  to "cash in "  on i t s  p o pu la r­
i t y  -  had on i t s  t i t l e  page a woodcut of Gower and speaks of the  p lay  
"as i t  was l a t e l y  p re sen te d  by the  worthy and a n c ie n t  Poet John Gower." 
See: B u llough , -MPSOS, V o l.V I,p .492 .
3^^ John A rtho8, " P e r i c l e s ,  P r in ce  o f  Tyre: A Study in  the  Dramatic 
Use of Romantic N a r r a t iv e , "  Shakespeare Q u a r te r ly  IV, 1953 ,PP*257-270, 
above re fe re n c e  p . 269»
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r e l y  t o t a l l y  on t h e a t r i c a l  te ch n iq u es .
Another elem ent in  h i s  sources  which Shakespeare expanded upon to
g r e a t  e f f e c t  in  P e r i c l e s , and one which he would use again  in
Cymbeline, The Winter* s T a le , and The Tempest, i s  a s s o c ia t i n g  the
romance p r o ta g o n is t s  w ith  music. In  Gower's and Tw ine 's  v e r s io n s
A p o llon ius  proves h i s  worth in  the  c o u r t  of h i s  f u tu r e  f a t h e r - i n - l a w
King A r t e s t r a t e s  (S h a k e sp e a re 's  King Simonides) by p lay in g  upon the
h a rp  f o r  the  King and h i s  c o u r t .  A pollon ius  c r e a te s  a music which
Gower c a l l s  " c e l e s t i a l l . . . a s  though th a t  i t  an a n g e l l  were" (il&DSCS,
V I , p . 389) ,  and Twine speaks o f  A p o llo n iu s ' p lay in g  a s  a music so
e x c e l l e n t  t h a t  the  "k ings g u e s ts  confessed  th a t  in  a l l  t h e i r  l i v e s
th ey  n ev er  h ea rd  the  l i k e  b e fo re "  (H&DSOS, V I ,p .438). Shakespeare
a s s o c i a t e s  P e r i c l e s  v e ry  c lo s e ly  w ith  heavenly  m usic, though n o t of
h i s  own making; i t  i s  the  "music o f  the  s p h e r e s . . . / t h e /  r a r e s t  sounds"
( P e r .V. i . 228, 230) v/ith  v/hich Diana l u l l s  him to  s le e p  and which a c t s  as
an em o tio n a l ,  p sy ch o lo g ica l  b r id g e  between h i s  tv/o re u n io n s ,  w ith  h i s
d au g h te r  and w ith  h i s  w ife .  This i s  the  mpsic of ten d e rn ess  and
y e a rn in g ,  o f  epiphany, and g re a t  good f o r tu n e ,  a music v/hich w i l l  be
evoked a s  w e ll  by Imogen and Herraione, A r ie l  and P rospero . V/hen f i n a l l y
th e  d issonance  and d i s c o r d  o f  t h e i r  wandering l i f e  i s  s t i l l e d ,  th e re
comes a p le a s in g  sound, a s e n sa t io n  of melody and harmony in  the  l i f e
o f th e  romance p r o ta g o n i s t s .  This i s  a music which i s  b o th  a dram atic
complement to  an atmosphere occasioned  by a tu rn  of p lo t  and a ls o  a
f i g u r i n g  f o r t h  in  a .b a re ly  g raspab le  medium of what i s  d e l i c io u s ly
sensed in  the  romance p ro ta g o n is t s  as  they  f i n a l l y  r e g a in  what was 
321l o s t  beyond hope.
3^^ This use o f  music i s  a n t i c ip a t e d  in  S h ak esp ea re 's  dramaturgy a s  
e a r l y  a s  L ove 's  L ab o u r 's  L o s t , as  J.M.Nosworthy n o te s  in  "Music & I t s  
F un c tio n  in  the  Romances of S hakespeare ,"  p p .60-69, Shakespeare Survey 
11, 1958. See a l s o  my d is c u s s io n  of music in  C h .V I,p .2 1 3 ,fn .4 0 9 .
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Shakespeare* s Cyroheline
Cymbeline i s  in d eb ted  to  more sources  than  any o th e r  Shakespearean
romance, and a c c o rd in g ly  Cymbeline has  more w idely  s e p a ra te d  n a r r a t i v e
s t r a n d s  than  P e r i c l e s , The Winter* s T a le , o r  The Tempest. Although a
v a r i e t y  o f  c r i t i c s  from Dr. John son to  J.M;Hosworthy have remarked t h a t
Shakespeare  t r i e d  to  mix too  many elem ents  to g e th e r  in  C y m b e l i n e , 3^^
l a t e l y  th e  p la y ’ s h e te ro g e n e i ty  has  re c e iv e d  a t t e n t i o n  as  one s te p  in
Shakespeare* s G^v/n l e a r n in g  p rocess  concern ing  the making of d ram atic
romance. Thus Kenneth Muir has n o ted  t h a t  th e  "confusion  of genres
/ I n  C.-ymibeline/  was d e l i b e r a t e l y  designed  /b y  S h ak esp ea re /  to  a s s i s t
th e  c r e a t io n  of an im aginary  world in  which the  p o e ts  new ...m ethods
cou ld  have u n r e s t r i c t e d  scopel’3^8 in  Cymbeline we may observe
Shakespeare in  the  p rocess  of l e a r n in g  how to  employ the  m u l t iv e rs e  of
romance by weaving to g e th e r  th re e  d i s t i n c t  n a r r a t i v e  th re a d s :  the
h i s t o r i c a l ,  the  u rb an e ,  and a m ixture  of the  h e ro ic  and the v/him sical,
th e se  b e in g  the  ty p e s  of m a te r ia l  which Shakespeare borrowed from,
324r e s p e c t i v e l y ,  H olinshed*s C h ro n ic le s ; s e c t io n s  o f  Giovanni Bocc­
accio* s Decameron and the  anonymous s to ry  Frederyke o f Jen n en ; 
Holinshed* s The D e sc r ip t io n  and H is to r ié  of Sco tland  p lu s  th e  anonymous 
romance drama The Rare Triumphs of Love & F o r tu n e .
S h a k e sp e a re 's  mixing o f he terogeneous m a te r ia l s  in  Cymbeline
3^^ S ee :D r .Johnson on Shakespeare , ed.W.K.T/imsatt (London: Penguin , 
1969, ) , p . 1*3 ;^ J .M .Nosworthy,ed. Cymbeline (London: Methuen & Co. L t d . ,  
1955) ,P * x v i i  f .
3^3 Kenneth M uir, S h ak esp ea re 's  S o u rces , op. c i t . , p . 240.
3 "^  ^ And p o s s ib ly  from a s e c t io n  o f  A M irro r f o r  M a g is t r a te s , a l th o u g h , 
as  Bullough n o te s ,  the  m a te r ia l  which may have come from th e  M irro r
was a lso  common knowledge, and because of t h i s  Bullough does no t
in c lu d e  the  p o s s ib ly  i n f l u e n t i a l  m a te r i a l  from the  M irro r  in  h i s  source
book. See: N&DSOS, V I I I , p p .8-9 f o r  h i s  summary of the  problem.
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t h a t  lie began to  acq u ire  w hile  making P e r i c l e s  a r e a l i z a t i o n  
of th e  d i s t i n c t i v e  needs of a romance n a r r a t i v e  p a t t e r n .  E a r l i e r  he 
had fo l lo w ed  c lo s e ly  the  a n c ie n t  legend o f A pollonius of Tyre as  
r e c e iv e d  by Gower and Twine, b u t  now w ith  Cymbeline he chose to  use 
a w ider range o f sou rces  to  c r e a te  a more d i f f u s e  v e rs io n  o f  romance. 
Having become aware o f  the  d i v e r s i t y  which goes in to  the  make-up of 
romance, he used  more source m a te r i a l s  f o r  Cymbeline than he had v d th  
P e r i c l e s ; t h i s  time w ith  an eye to  c r e a t i n g  a v/ork which b o th  conformed 
to  th e  e s t a b l i s h e d  p a t t e r n  and o f f e re d  h i s  audience a more am bitious  
re n d e r in g  of d ram atic  romance.
As the  b a s i s  f o r  the  Rom ano-British s e t t i n g  of Cymbeline 
Shakespeare re a r ra n g e d  H olinshed’ s account from The F i r s t  Volume o f , 
C h ro n ic le s  o f  the  re ig n  o f King "Kymbeline o r  Cimbeline" ( M-LSOS,V II I  
p . 43) and h i s  sons, as  w e ll  as  ev en ts  from the  l i f e  of King Kenneth 
o f  S co tlan d  from H o l in s h e d 's  The D e sc r ip t io n  and H is to r ié  o f  S c o t la n d . 
Shakespeare m a in ta in s  the  c h a r a c te r s  Kymbeline, G u ide riu s , and 
A rv irag u s ,  w hile  adding  Imogen, C lo ten , and Posthumus Leonatus by way 
of an im ag in a tiv e  r e a r ra n g in g  of m a te r ia l  about King Mulniucius 
Dunwallow, In  a d d i t i o n ,  Shakespeare re a r ra n g ed  the  s to r y  o f  a m i l i t a n t  
S c o t t i s h  fa rm er and h i s  sons to  c r e a te  the  t a l e  of the  v i c t o r y  of 
B e la r iu s  and Cymbeline’ s sons a g a in s t  th e  Romans, and t r a n s f e r r e d  the  
s to r y  of a  Roman s o l d i e r ,  "one Hamo" (l'T&DSOS,V I I I ,p .4 3 )  > to  Post humus 
L eonatus ' a c t io n  o f  b a t t l i n g  in  d is g u is e .
The m a te r ia ls  which Shakespeare took from H olinshed  are im portant 
more because o f  th e n a r r a tiv e  d e t a i l s  which he used  than because o f  any 
sen se  o f  romance p a ttern  which th ese  i s o la t e d  s e c t io n s  c o n ta in . Unlilce 
Gower's w r it in g  s t y le  in  the C on fessio  Am antis, which r a r e ly  lack ed  
v i t a l i t y  even though i t  may have been sim ple a t t im e s , H o lin sh e d 's  
w r it in g  s t y le  i s  muddled and d u l l .  At b e s t ,  H o lin sh ed 's  s t y le  o f  
w r it in g  has a k in d  o f  unem otional d ig n ity cb o u t i t ;  a s t y le  which would
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have proved d i s a s t r o u s  as  s tage  e n te r ta in m e n t .  As J .P .  Brockhank has  
phrased  t h i s  i s s u e  o f S h ak esp ea re 's  p o s s ib le  use of H o lin sh ed 's  
n a r r a t i v e  manner: what the  "ch ro n ic le  o f f e re d  /w a s /  p o r te n to u s  and 
had Shakespeare engaged w ith  / i t /  too p rofoundly  he would have t e s t e d  
. . . t h e  re sp o n s iv e n e ss  o f  the  audience too s e v e r e l y . T h e  use  of 
H o l in s h e d 's  w r i t i n g s  f o r  Shakespeare in  Cymbeline i s  con fined  to  be in g  
a r e p o s i t o r y  o f  c h a r a c te r s  and p lo t  o u t l i n e s ,  a k in d  o f l i t e r a r y  
storeroom  from which he could  g a th e r  h i s  costumes and scenery .
The whole o f  H o lin sh ed 's  C hron ic les  does, however, b e a r  an 
i n t e r e s t i n g  r e l a t i o n s h i p  to  the  genre of romance. By modern s tan d a rd s  
th e  C h ro n ic le s  a re  by no means a s t r i c t  documentation of f a c t ,  a l th o u g h  
H o lin sh ed ' 8 s c h o la r s h ip  i s  o u ts ta n d in g  f o r  i t s  tim e. The n a r r a t i v e  . 
development in  th e  C hron ic les  a llow s f o r  a g r e a t  d ea l  o f  f l e x i b i l i t y ,  
d ig r e s s io n s  and p lo t  c o n v o lu tio n s ,  and th u s  the  C hron ic les  a re  
s im i l a r  to  the  w ide -rang ing , a n ec d o ta l ,  and d is c u r s iv e  H i s to r i e s  of 
Herodotus and the  v/ork of t h a t  " f e l l o w - s p i r i t . . . / o ^  the  French  
w r i t e r s  of romance"^^^ G eoffrey o f  Monmouth -  two w r i t e r s  of h i s to r y  
a l r e a d y  no ted  in  t h i s  s tudy  f o r  t h e i r  in f lu en c e  on E l iza b e th an  • 
romance. S h a k e sp e a re 's  con tinuous use  of H olinshed th roughout h i s  
p r o f e s s io n a l  c a r e e r  may have a lso  in f lu e n c e d  the  c o n s t ru c t io n  o f  h i s  
romances. Along w ith  o th e r  Tudor c h r o n ic le r s  and a n t iq u a r i e s ,  
H o l in sh e d 's  work, w ith  i t s  penchant f o r  o d d i t i e s  and m o n s t ro s i t i e s  
/ r a t h e r /  than  f o r  p o l ic y  o r  government" ho lds  a p lace  in  l i t e r a t u r e
J .P .B rockbank , "H is to ry  and H i s t r i o n i c s  in  Cymbeline,"
Shokesnoare  Surv e y I I ,  1958, p p .42-49, above quote p .46. Brockhank 
makes an o th e r  i n t e r e s t i n g  remark on Cymbeline & H olinshed, which i s  
t h a t  Cymbeline' s  "p reoccupation  w ith  n a tu r a l  and s o p h i s t i c a te d  man i s  
. . . s o m e th in g  f a r  more sea rch in g  than any th ing  the  sources  can s u g g e s t ,"  
p .45. I  s h a l l  exp lo re  t h i s  p o in t  in  the  n ex t  c h a p te r  on S h ak e sp e a re 's  
s t r u c t u r i n g  of h i s  romances.
Lewis Thorpe, e d . , Geoffrey of Monm outh 's  The Hi s t o r y  o f  The 
Kings of B r i t a i n ( London : Penguin , 1 9 6 6 ) ,p . 29,
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"somewhere between / m o d e . . h i s t o r i a n s  a n d . , .  j o u r n a l i s t s " ^ ^ ^  and 
c lo se  to  the  tech n iq u es  o f  romance,
There a re  a  number o f  ways in  which Giovanni B o cc a cc io 's  s to r y  of 
Genevra, Barnado, and Ambrogiulo, Bay I I ,  Nov.9 from the  Decameron, 
i s  more im portan t f o r  the working out of S h a k esp ea re 's  romance p a t t e r n  
in  Cymbeline than  the  m a te r ia l  from H o lin sh ed 's  C hron ic les  and 
H is to r i é  of S c o t la n d . Although H o lin sh ed 's  m a te r ia l  s e t s  the  s tag e  f o r  
Cymbeline the  w ag er-s to ry  i s  the  p r in c ip a l  c o n f l i c t  which an im ates  the  
p l o t ,  le a d in g  as  i t  does to  the  t e s t  of Imogen's p u r i t y  and h e r  
f i d e l i t y  to  th o se  whom she lo v e s .  B o cc a cc io 's  s to r y  of Genevra,
B am ado, and Ambrogiulo i s  as  convolu ted  a t a l e  as  Gower's s to r y  o f  
A po llo n iu s  o f Tyre. Genevra spends s ix  "m iserab le  and u n fo r tu n a te "  ' 
y e a r s  in  which she has "wandered through  the  world" (N&BSOS, V I I I , p . 6l )  
and h e r  husband Bernado ( l i k e  A pollon ius)  s u f f e r s  "beyond a l l  compassé 
o f p a t i e n t  su f fe ra n c e "  (MBSOS, V I I I , p . 36) once he th in k s  h i s  w ife  i s  
dead -  a l th o u g h  (u n l ik e  A po llon ius)  he i s  d i r e c t l y  re s p o n s ib le  f o r  h e r  
murder and b e l i e v e s  i t  was done in  j u s t  punishment "of h e r  t re a s o n  to
him" ( N&BS0S,V I I I ,p .5 7 ) .
, Y/hen A m brogiu lo 's  m a lic io u s  s la n d e r  i s  made knovm to  everyone 
th ro u g h  G enevra 's  cunning and f o r t u n e ' s  fav o u r ,  the  f i r s t  r e a c t io n  
which B occaccio  re c o rd s  i s  rem arkably s im i la r  to  the  r e a c t io n  no ted  by 
Gower and Twine a t  th e  end of t h e i r  v e r s io n s  of the  A pollon ius  o f  Tyre 
romance. The ev en tu a l  u n ra v e l l in g  and r e c o n c i l i a t i o n  i s  a  marvel
■ George Sampson, in  The Concise Cambridge H is to ry  of E n g l ish
L i t e r a t u r e  (Cambridge: U n iv e r s i ty  P r e s s ,  197Û), p . 131.
F o r more on Shakespeare and H olinshed , see: J.&.A. N ic o l l ,  
H o lin sh e d 's  C hronic le  Used In S h ak esp ea re 's  P lays  (London: 1927); 
S h a k e sp e a re 's  H o l i n s h e d :  An J d i t ion of H o lin sh ed 's  C h ro n ic le s , 13^7? 
ed. H. liousley (LondonT
G.^Bullough, m B G O S,V III;pp.30-62.
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alm ost beyond b e l i e f  and t h e , "Soldano" (C ym beline 's  e q u iv a le n t  in  
B occacc io , th e  f ig u r e  v/ho g ives  f i n a l  judgement) i s  no ted  a s :
hav ing  heard  and seene so admirable an a c c id e n t ;  
v/as so amazed in  h i s  mind, t h a t  many tim es he was 
v e ry  d o u b tfu l ,  whether t h i s  was a drearae, o r  an 
a b so lu te  r e l a t i o n  of t r u t h . . .
(M B S 0S ,V III ,p .62 )
L ikew ise , A p o llo n iu s ,  upon d is c o v e r in g  h i s  w ife ,  "was so d a in ly  
a s to n ie d ;  a n d . . . t h e  s t ra n g en ess  o f  the  chance a p a l l e d  him much" 
(N&BSOS,V I,p«473)» In  b o th  cases  Shakespeare borrowed from h i s  
so u rces  th e  same d i r e c t  emphasis on chance and a s ton ishm en t.  
Shakespeare  ex tends  m o tif s  and themes from one romance source over to  
th e  n e x t  l i k e  a  b u i l d e r  who u ses  s im i la r  b u i ld in g  te ch n iq u es  to  con­
s t r u c t  d i f f e r e n t  houses.
More p a r t i c u l a r l y ,  B occaccio’ s s to ry  from th e  Decameron has a 
moral theme which Shakespeare borrowed f o r  Cymbeline, t h a t  "shame 
su cceed e th  a f t e r  u g ly  s in n e ,  and the d e ce iv e r  i s  tram pled  and t r o d ,  
by such a s  h im se lf  h a th  deceived" (N&DS0S,V I I I ,  p. 63) » For in  such a 
manner does Posthumus Leonatus experience  g u i l t  and does lachimo 
re c e iv e  h i s  r e t r i b u t i o n  in  Cymbeline. Shalcespeare u t i l i z e d  as  w ell 
the  s t r u c t u r a l  b a s i s  of B occacc io’ s s to r y ,  t h a t  " a c c id e n t s . . . a w a i t e  
on t r e a c h e r y ,  / a n d /  doe r e a l l y  make a j u s t  d isco v e ry  th e re o f"  (N&DSOS, 
V I I I , p p . 5O-5I ) • S im i la r ly ,  Bernardo (S hakespeare ’ s Posthumus) 
d e s c r ib e s  h i s  w ife  a s  Shakespeare c re a te d  the  c h a r a c te r  of Imogen: 
"younge, q u ieke, q u a in t ,  m ilde , and c o u r te o u s . . . i n  woman-hoode she 
went beyond a l l  o t h e r . . . / i n /  wisdom, modesty and d i s c r e t i o n "  ( lI&DSOS, 
V I I I , p . 51) .  Or, a s  lachimo d e sc r ib e s  Imogen in  Cymbeline, a  woman 
t h a t  can te a c h  " the  wide d i f f e r e n c e  / 'T w ix t  amorous and v i l l a i n o u s "
( Cym.,V .v .  194- 195)*
B occaccio  i s  a lso  of much g r e a t e r  importance f o r  Shakespeare’ s 
Cymbeline than  Frederyke of Jennen because Shakespeare chose to  use  
an I t a l i a n  s e t t i n g  w ith in  Cymbeline f o r  the  making of tho wager. This
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i s  d i f f e r e n t  from B occacc io ’ s P a r i s i a n  s e t t i n g  (M B S O S ,V III ,p .51) b u t  
a t t r i b u t a b l e  to  B occacc io ’ s I t a l i a n  in f lu e n c e .  Also the  g r i s l y  elem­
e n t s  of B occacc io ’ s w a g e r-s to ry ,  how the  v i l l a i n  Ambrogiulo ’’was 
devoured to  the  b a re  bones, by F l i e s ,  V/aspes, and H o rn e ts ’’ (M-BSOS, 
V I I I , p . 62) f i n d  e x p re ss io n  in  Shakespeare^s use  of the  d e c a p i ta te d  
C lo ten  scene in  Cymbeline. F i n a l l y  one may no te  a s p e c ia l  i n t e n ­
s i f i c a t i o n  by Shakespeare of a dev ice  which Boccaccio u sed . VPnen 
Bernardo has h i s  w ife "murdered" he s u f f e r s  g u i l t  a f te rw ard s  f o r  th e  
a c t ,  a l th o u g h  the  a c t  i t s e l f  was w ith in  the  laws o f  the  co u n try .  As 
B occaccio say s ,  he "was much blamed f o r  such unkinde c r u e l ty  to  h i s  
w ife ;  b u t  h e r  c o n s ta n t  avouching o f h e r  t re a so n  to  him (ac co rd in g  then  
to  th e  C o u n tr ie s  customs) d id  c l e a r s  him from a l l  p u r s u i t s  o f  Lav/" 
(N&BSOS,VIII, p. 57) • But when Posthumus has h i s  w ife "murdered" i t  i s  
a  more in te n s e  and d ra m a t ic a l ly  ap p ea lin g  a c t io n  because i t  i s  an 
o rd e r  by a renegade who has  been fo rm a lly  o s t r a c iz e d  from h i s  co u n try .  
He o rd e r s  an a c t io n  done o u ts id e  o f  the  law w ith in  a  coun try  in  which 
he h im se lf  i s  b randed  as "b ase s t  th in g "  and "p o iso n ” to  the  K ing’ s 
b lood  ( C y m .I . i .125,128 ).
The d i f f e r e n c e  in  q u a l i ty  between the  anonymous w ag er-s to ry  
Frederyke  o f  J en n en , which Bullough a lso  ta k es  to  be a  source f o r  
Cymbeline, and the  w ag er-s to ry  from B occaccio’ s Decameron i s  e q u iv a l ­
e n t  to  the  d i f f e r e n c e  in  l i t e r a r y  q u a l i ty  between Twine’ s v e rs io n  of 
th e  A po llon ius  of Tyre legend  and Gower’ s v e r s io n .  "Boccaccio’ s
• A lthough, of c o u rse ,  s ince  Cymbeline was f i r s t  produced in
I 6O9- I 6IO and may p o s s ib ly  be the f i r s t  p lay  which Shakespeare wrote 
f o r  th e  B l a c k f r i a r ’ s th e a t r e  -  t h i s  g r i s l y  a sp e c t  may a lso  have been 
provoked by S hakespeare ’ s wish to  p lease  a  s p e c ia l  audience who, as  
Harbage n o te d ,  d e l ig h te d  " in  c ru e l  punishment and scenes of hum il­
i a t i o n , "  See: A lf re d  Harbage, Shakespeare & The R iva l T r a d i t i o n s , op.
c i t . , p . 177.
Ambrogiulo’ s t o r t u r e  w i l l  come up as an e x p l i c i t  borrowing l a t e r  
on in  ^  V ,in ter’ s Tale when Autolycus r e f e r s  to  the  "wasp’ s n e s t"  
t o r t u r e ,  b i n t . I V . i v . 772 f .  ,
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v e rs io n  i s  the  on ly  one which d is p la y s  any th ing  approach ing  the  same 
o rd e r  of gen ius  as  Shakespeare’ s , S h a k e s p e a r e  r e c e iv e d  l e s s  
im ag in a tiv e  i n s p i r a t i o n  from the anonymous Frederyke of Jennen and i t s  
main im portance , as  w ith  Twine’ s r e l a t i o n  to  Gower’ s work, was to  
expose th e  workings of the  "be tte r ,  more su"btle v e r s io n  "by Boccaccio* 
More s p e c i f i c a l l y ,  seven d e t a i l s  a re  shared  by Frederyke  of Jennen and 
and Cymbeline, whereas n ine  im portan t d e t a i l s  a re  shared  by 
B o ccacc io ’ s w ag er-s to ry  and Cymbeline. ^  Both Shakespeare and 
Boccaccio  o f f e r  th e  re a d e r  a convincing  romance of the  l o s t  and found 
love  (u n l ik e  Frederyke  of Jennen which re ad s  l i k e  a t h i n l y  v e i l e d  
i l l u s t r a t i o n  f o r  a moral apothegm) and prov ide  the  genuine d ram atic  
p le a s u re  o f  v i l l a i n o u s  t r e a c h e ry  and ev en tu a l  punishment.
The anonymous romance drama The Rare Triumphs o f Love and Fortune 
c o n ta in s  many o f th e  them atic  arguments and m o tif s  common to  b o th  
C la s s i c a l  and Shakespearean romance. The p o in ts  o f  s i m i l a r i t y  
between i t  and Cymbeline a re  bo th  i n t e r e s t i n g  and numerous enough to  
j u s t i f y  l i s t i n g  them and b r i e f l y  e x p la in in g  the  s to r y .  To b eg in  w ith : 
( i )  th e  h e ro in e  i s  c a l l e d  "F ide lia" , ,  a n t i c i p a t i n g  Imogen’ s assumed 
name and t r u e  q u a l i t y ;  ( i i )  the  Olympian gods make l i v e l y ,  l i t e r a l  
i n t e r v e n t io n  onto the  human s ta g e ;  ( i i i )  a p r in c e s s  and a young orphan 
v/ho has been  b rought up a t  c o u r t  have f a l l e n  in  lo v e ;  ( i v )  once the  
young man who loved  the  p r in c e s s  i s  ban ish ed , the  r u l e r  t r i e s  to  marry 
h e r  o f f  to  a n o th e r  fe l lo w ; (v )  one o f  the  main c h a r a c te r s ,  Bomelio, i s
J.M.Nosworthy, e d . , Cymbeline, o p .c i t . , p .xx .
See: N&BSOS V I I I ,p p .18-19,16-17. I  would add one im p o rtan t d e t a i l  
from Boccaccio which Bullough om its: Ambrogiulo 's r e l a t i o n s h i p  and 
r e l i a n c e  upon the  d isg u ise d  Genevra (e sp .  on p . 60, p a r . 4) i s  rem arkably  
s im i l a r  to  Im ogen 's r e l a t i o n  to  the  Roman g en era l  Caius Lucius ( e s p .
Cym V .v .97-103). I  f u r t h e r  d isag ree  withtwo d e t a i l s  which Bullough 
ï ï s t s  f o r  Frederyke of Jennen. D e ta i l  " ( i v ) " ,  the  wife having the  l i t t l e  
g i r l  in  bed' w ith ^ h e r ,  i s  in c o n se q u e n t ia l ,  and w ith  d e t a i l  " (v )"  I  do 
n o t see the  s i m i l a r i t y  s ince  S h ak esp ea re 's  image i s  no t  a t t r i b u t a b l e  
to  F red e ry k e .
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an aged, noble  k n ig h t  who was wronged by the  r u l e r  and went o f f  to  
l i v e  i n  a  cave in  th e  w ild e rn ess  ( l i k e  S h ak esp ea re 's  B e l a r i u s ) ,  where 
he meets the  e x i l e d ,  young P r in c e s s ;  ( v i )  f a t h e r  and c h i ld  (Bomelio 
and Hermione) have a  ty p ic a l  romance lo s t -a n d - fo u n d  scene;
( v i i )  th e re  i s  the  s p e c i f i c  s i m i l a r i t y  of" the  l i n e s  from Love & 
F o rtu n e  : "Peace a f t e r  v/ar i s  p l e a s a n te r  we f i n d ,  /  A joy  def err'd i s  
sw ee te r  to  the  mind" (Act I V ,p .224), w ith  the  c r u c i a l  l i n e s  from 
Cymbeline ; "V/hom b e s t  I  love I  c ro s s ;  to  make my g i f t ,  /  The more 
d e l a y 'd ,  d e l ig h te d "  ( Cym. V . i v .101-102)
The d i f f e r e n t  e lem ents which to g e th e r  make up The Rare Triumphs 
of Love and Fortune  o f f e r  the  re a d e r  the  p leasu re  of a m iracu lous  
l i t t l e  p la y .  I t  b e g in s  w ith  the  Olympians d eb a t in g  about v/ho i s  more 
pow erfu l,  Venus o r  F o r tu n e .  P lu to  i s  ve ry  u p se t  because Venus "b labs  
i t  abroad  (A ct I ,  p .147) t h a t  she i s  the  g r e a t e s t  of the ' d iv in e  
powers. A c o n te s t  ensues in  which Venus and Fortune  parade t h e i r  
t r iu m p h s ,  b u t  t h i s  soon ends in  w rangling  over w hether Venus o r  
F o r tune  caused  the  n o to r io u s  a f f a i r  of Hero and Leander. Jove 
d e c la r e s  t h a t  Venus and Fortune  w i l l  be allowed to  e x h ib i t  t h e i r
333 The name "Hermione" was a p p ro p r ia te d  by Shakespeare from Love & 
F ortune  and then  a t ta c h e d  to  a d i f f e r e n t  sex , the  K in g 's  w ife ,  in  The 
W in te r 's  T a le . F o r  more, see : N&DSOS, V I I I , p . 23.
The p o in ts  o f  s i m i l a r i t y  ( i )  through (v) a re  no ted  as  w e ll  by 
B u llough , ( v i )  and ( v i i )  go u n n o ticed  by Bullough. Bullough in s te a d  
compares ( v i i )  the  re fe re n c e  from Cymbeline w ith  the  l i n e s  spoken by 
F o r tu n e :  "Thus f o r  amendes of t h i s  your l a t e  u n r e s t ,  /  By Love and 
F ortune  ye s h a l l  a l l  be b l e s t . "  See: NJDSOS, V o l.8 ,  p . 102,
Since Bullough condenses The Rare Triumphs of Love & Fortune  ( t o  
th e  damage o f th e  p la y ) ,  I  have examined the  whole p lay  w ith  re g a rd  
to  Cymbeline. A ll  re fe re n c e s  made to  Love & Fortune th e re fo re  r e f e r  
to :  The Rare Triumnhs of Love & F o r tu n e , p p .143-248 in  A S e le c t  
C o l le c t iô rT ô f  Old E n g lish  P la y s , ed. by W.C. H a z l i t t  (London: Reeves & 
Turner L t d . ,18747, Vol.VI of "L o d s ley 's  Old E n g l ish  P la y s" .  Another 
good e d i t i o n ,  a p h o to s ta t  o f  the  o r i g i n a l ,  i s :  The r a r e  trium phs o f 
love  & fo r tu n e  (London: Oxford U n iv e r s i ty  P re s s ,  193l) ' ed. R .R.Greg^ 
The Malone S o c ie ty .  Love & Fortune has been a t t r i b u t e d  to  Thomas Kyd 
by Chambers, E l iza b e th an  S ta g e , o p .c i t . , V o l.4 , P .28, though few agree  
w ith  t h i s .
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powers in  a  c o n te s t  on e a r th .  They p ick  out a s u b je c t  , the  c o n te s t
b e g in s ,  and Venus and Fortune  a l t e r n a t e l y  m anipula te  th e  a f f a i r s  of
th e  two f a m i l i e s .  The romance use  of t r i a l s  and the  r h e t o r i c  of
judgement i s  combined w ith  the  romance metaphor o f  the  d iv in e  t h e a t r e .
The p lo t  en tanglem ents  and d isen tan g lem en ts  i n  C la s s ic a l  romance
were a l t e r n a t e l y  a llow ed and d isa l lo w ed  by love and f o r tu n e ,  w ith  love
and f o r tu n e  m ing ling  b le s s in g s  and sorrows in  the  same manner a s  Venus
and Fo r tune  do in  The Bare Triumphs o f Love & F o r tu n e . In  C la s s ic a l
romance love le a d  the  p r o ta g o n is ts  onwards to  t h e i r  lo n g e d - fo r  goal
and fo r tu n e  le a d  them a s t r a y .  Love prov ided  the  guidance and fo r tu n e
p rov ided  the  l a b y r in th  of ev en ts .  Reaching t h e i r  g o a l ,  be i t  I th a c a ,
E th io p ia ,  Tyre, M y tilen e ,  o r  P e n ta p o l i s ,  was an e x t r a o rd in a ry  trium ph
because  t h e i r  p ro g re s s  was marked by  deadly  p e r i l .  T h e ir  achievement
was n o t  on ly  a  p e rso n a l  trium ph b u t  a ls o  a c e le b r a t io n  of the  f o r c e s
335g u id in g  human a f f a i r s .  The anonymous drama The Rare Triumphs of 
Love & F ortune  i s  a l o g i c a l  dram atic  development from the  d ev ice s  and 
themes e s t a b l i s h e d  by C la s s ic a l  romance.
The f i f t h  a c t  o f  - Love & Fortune  b eg in s  by s p e l l i n g  out a romance 
p lo t  fo rm ula  v/e know about from C lassical*  romance. A f te r  a l a r g e  num­
b e r  of c h a r a c te r s  have been bl'own h i t h e r  and t h i t h e r  by Lady Venus and
^  For in s ta n c e ,  C litophon & Leucippe b eg in s  w ith  C litophon in  the  
tem ple o f  lo v e  paying homage to  the power which saved him and the  
whole o f  th e  n a r r a tiv e  i s  r e la te d  from t h is  p o in t . Even when C la s s ic a l  
romance pays homage to  the d iv in e  powers which a id  the p r o ta g o n is t s ,  
the human p r o ta g o n is ts  s t i l l  remain the c e n tr a l su b je c t o f the s to r y .
L ike L y ly ’ s G a lla th ea , Love & Fortune a ls o  has a s p e c i f i c  lin lc  
to  Homer's O dyssey. In the fo u rth  a ct the g i r l  F id e l ia  draws on the  
example o f  O dysseus' retu rn  to  Penelope in  order to  ex p la in  her f e e l ­
in g s  o f  lo n g  wandering and even tu a l retu rn  ( p . 225) .  N a tu r a lly  enough 
she c i t e s  the s to r y  o f  the Odyssey which "must make us l e s s  ready to  
g iv e  way to  the moment's f e a r  o r  jo y ,  l e s s  ready to  d esp a ir  and stop  
the  q u e st,"  as 7/. F . J a c k  son Knight has sa id  -  see : V/.F. Jackson K n igh t, 
Many Minded Homor (New York: Barnes & N o b le , 1968) ,  P .I 69 .
The r e fe r e n c e  in  G allathea. i s  a t I I I , i v . 12 ,25-27*  Dee: Jonn L y ly , 
G alla th ea  & Midas (London; A rn o ld ,I969) e d . , A.B. L ancash ire.
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Dame F o r tu n e ,  Mercury e n t e r s .w i th  a message from f a t h e r  Jove t h a t  
Venus and Fortune  must s to p  t h e i r  squabble , one must be s u b je c t  to  the  
o th e r  s ince  b o th  o f  them have more than  proved t h e i r  a b i l i t i e s .  The 
u n r e s t  among the  humans has gone f a r  enough, and i f  Venus and Fortune  
do n o t s to p  c o n te s t in g ,  then  t h e i r  c o n f l i c t  might be taken  f o r  a  gen­
e r a l  u p ro a r  among the  gods. Mercury persuades  Lady Venus and Dame 
F or tune  to  do a s  Jove w ishes.
To s e t  th e  s tag e  f o r  the  romance, humans e x h ib i t  what p la y th in g s  
th e y  a re  f o r  th e  powers of love and f o r tu n e .  Suddenly a t  one p o in t  
th e  t a b l e s  tu rn  and love  and fo r tu n e  beg in  to  work in  c o n ce r t  in  o rd e r  
t h a t  th e  s t r u g g l in g  p a i r  of lo v e rs  might p ro sp e r .  Three e lem ents  from 
C la s s i c a l  romance a re  e s p e c i a l l y  echoed in  t h i s  p lo t  fo rm ula . F i r s t , ' 
the  fo r c e  o f  v e r s a t i l i t y  o r  cunning, Mercury, the  d e i f i e d  fo r c e  of 
p o lu t r o p o s ,d i s e n t a n g le s  the  en tanglem ents  o f  love and f o r tu n e ,  
Mercury-Hermes, th e  h e lp e r  of those  who h e lp  them selves and one of 
Odysseus' s p e c ia l  p a t ro n s ,  induces  love and fo r tu n e  to  u n i t e .  Secondly, 
a  h ig h e r  power, in  t h i s  case  f a t h e r  Jove, m y s te r io u s ly  h e lp s  the  
p r o ta g o n i s t s  ou t o f  t h e i r  muddle and moves them onwards to  t h e i r  
lo n g e d - fo r  g o a l .  T h ird ly ,  the  p r o ta g o n is t s  p rospe r  only  i f  love  
s u b je c t s  i t s e l f  to  f o r tu n e ,  only  i f  love moves in  accordance w ith  the  
waves o f  chance.
Thus th e  wide s e le c t io n  of m a te r i a l s  which Shakespeare used  to  
c r e a te  Cymbeline each c o n t r ib u te d  t h e i r  sep a ra te  e lem en ts ,  were welded 
by Shakespeare in to  one dram atic  whole which i s  c h a r a c te r i s e d  by i t s  
wide c h a r a c te r  and p lo t  d i v e r s i t y .  Whether o r  no t M u ir 's  p re v io u s ly  
n o ted  assessm ent o f  th e  p lay  as  a "confusion  of genres"  i s  t r u e ,  
u l t i m a t e l y  must depend upon Cymbeline' s  success  as  a t h e a t r i c a l  
p ro d u c t io n .  The s p e c ia l  a t t r a c t i o n  and d ram atic  ch a llen g e  o f  t h i s  
romance, and perhaps i t s  s p e c ia l  f a i l i n g ,  i s  i t s  tendency to  v/ander 
f a r  and wide, to  t r y  and e n t e r t a i n  the  r e a d e r  w ith  a k in d  o f  c h a r t e r -
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l e s s  voyage in  which the  p r o ta g o n is t s  somehow f in d  t h e i r  way home, ■
S h ak esp ea re 's  The W in te r 's  Tale 
Up u n t i l  t h i s  p o in t  in  th e  c h a p te r  small mention has been made of 
the  in f lu e n c e  o f  H e l l e n i s t i c  romances in  "the sources  f o r  S h a k esp ea re 's  
d ram a tic  romances. In  r e c e n t  s c h o la r s h ip  on Shakespearean romance much 
has  been made o f  th e  H e l l e n i s t i c  in f lu en c e  on S h ak esp ea re 's  romances, 
n o ta b ly  by Carol Gesner in  h e r  Shakespeare and the  Greek Romance (1970), 
and by H a l l e t t  Smith in  h i s  S h ak esp ea re 's  Romances ( l9 7 2 ) .^ ^ ^  But v/hat
337See: Carol Gesner, Shakespeare & the  Greek Romances (L exing ton : 
U n iv e r s i ty  P re s s  o f  K entucky,1970)? H a l l e t t  Smith, S h a k e s rea re ' s 
Romances (San M arino, C a l i fo rn ia :  The H untin ton  L i b r a r y ,1972).
Of the  two Y/orks, Ms. G esn e r 's  i s  f a r  th e  more o r i g i n a l ,  b reak in g  
a  g re a t  d e a l  o f  hew ground. M r.S m ith 's  work i s  e s s e n t i a l l y  a  summation 
o f c u r r e n t  c r i t i c a l  o p in ions  on the  s u b je c t .
Ms. G e sn e r 's  concern i s  almost e x c lu s iv e ly  w ith  the  development 
and in f lu e n c e  o f  H e l l e n i s t i c •romance, which she c a l l s  "Greek romance", 
in  S h a k e sp e a re 's  v/ork s .  She g ives  a re a d in g  of "Greek romance" as an 
i n f e r i o r  l i t e r a r y  form when compared w ith  S h ak esp ea re 's  romances, and 
b a r e ly  m entions th e  importance of Homer's Odyssey in  the  t r a d i t i o n .  
Many o f the  most im portan t romance elem ents  sue a t t r i b u t e s  to  H e llen ­
i s t i c  romance a re  a c t u a l l y  a t t r i b u t a b l e  to 'H om er 's  Odyssey. A summ­
a t io n  o f h e r  assessm ent of H e l l e n i s t i c  romance in f lu e n c e  on Shakes­
p e a r e ' s  romances i s  as  fo l lo w s :
She f in d s  t h a t  in  S h ak esp ea re 's  use of H e l l e n i s t i c  romance, 
" E x h ib it  A must be P e r i c l e s " -  l in k e d  as  i t  i s ,  th rough  Gower, to  a 
cha in  o f  H e l l e n i s t i c  A po llon ius  of ‘Tyre s t o r i e s  which go back in to  the  
2nd o r  3rd  c en tu ry  AD. She f i n d s ,  and I  d is a g re e  w ith  h e r  com ple te ly  
h e re ,  t h a t  S h ak e sp e a re 's  P e r i c l e s  i s  "q u i te  d i f f e r e n t  from t h a t  o f  the  
o ld  A po llon ius"  romance, and th a t  the  d i f f e r e n c e  i s  m easurable in  
terms of l i t e r a r y  q u a l i t y ,  and a "sense of m irac le  and t ra n s c e n d e n ta l  
wonder." See: p p .84-90.
Cymbeline i s  re ad  as  a "complex embodiment of c l a s s i c  Greek 
romance p r o p e r t i e s  r a t h e r  than an a d a p ta t io n  o f  a s p e c i f i c  Greek r o ­
mance." S h a k e sp e a re 's  p lo t  i s  " e s s e n t i a l l y  t h a t  o f  the  t r a d i t i o n a l  
p a s t o r a l  p lo t  d e r iv e d  from Longue," while the  whole work i s  " c l e a r l y  
an example o f  the  H eliodoran  s t r u c t u r a l  concept"  -  by which she means 
a "com plica ted  arrangem ent o f  th r e e  se p a ra te  t h r e a d s , "  See: p p .90-115# 
Yet t h i s  i s  a romance s t r u c t u r a l  concept which the  Odyssey began, v/ith 
th e  th re e  se p a ra te  th re a d s  of Odysseus, Telemachus, and Penelope.
The W in te r 's  Tale she f in d s  to  be a "conscious a d a p ta t io n  of 
Greek romance to  the  s t a g e . . . a  composite o f  s e v e ra l  romances through  
secondary s o u r c e s . . . / m a i n l ^  K e l io d o ru s . . .L ongus ,. . / a n d /  C h a r i to n ."  
See: p p .116-12$.
As f o r  The Tempest, "only  one Greek romance, Dapbnis & C hloe , i s  
o b v io u s ly  i n d i c a t e d T ^ n d /  i t  i s  a major th re a d  in  the  com plica ted  
f a b r i c  o f  the  p la y ."  See: 125-139#
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t h i s  s c h o la r s h ip  m ainly  se rv es  to  do i s  to  s in g le  out i s o l a t e d  m o t i f s  
and themes h e ld  in  common (most of which a c tu a l ly  beg in  w ith  Homer's 
Odyssey) , to  argue t h a t  Shakespeare may have used  the  H e l l e n i s t i c  
romances as  prim ary sources  of im ag ina tive  i n s p i r a t i o n  f o r  h i s  
romances ,  Shakespeare p robably  d e r iv e d  most of h i s  i n t e l l e c t u a l  know­
ledge  o f  romance from o r ig i n a l  medieval and re n a is s a n c e  E n g l ish  
romances, i n d i r e c t l y  through o th e r  men's w r i t in g s  ( t h a t  i s ,  by way of 
E n g l i sh ,  F rench , L a t in  o r  I t a l i a n  t r a n s l a t i o n s  of c o n t in e n ta l  and 
M edite rranean  rom ances), and through the  f r e s h  in v e n t io n  and 
reappearance  o f  romance in  the  works of such knowledgeable contemp­
o r a r i e s  as  John Lyly , George P e e le ,  and Robert Greene. Added to  which, 
th e re  i s  a g r e a t  amount of what Bullough c a l l s  " b a s ic a l ly  orthodox"
romance m a te r i a l s  in  S h ak esp ea re 's  romances which one may t r a c e
3 38th roughou t the  romance t r a d i t i o n .  Since in  the  second c h a p te r  of 
t h i s  s tu d y  we examined the  H e l l e n i s t i c  works from which some of 
S h a k e sp e a re 's  source m a te r i a l s  may have evolved , o u r  exam ination of 
the  n a tu re  of romance i s  thus  b e s t  se rved  a t  t h i s  p o in t  by s tu d y in g  
th e  l i t e r a r y  c h a r a c te r  of those  works a s c e r ta in e d  by Bullough to  be 
S h a k e sp e a re 's  immediate romance so u rces .
Robert G reen e 's  F andosto , ’ The Triumph o f Time, the  one work v/ho se 
in f lu e n c e  overshadows t h a t  of a l l  o th e rs  on The W in te r 's  T a le , i s  a 
p a r t i c u l a r l y  s k i l f u l  (though somewhat b i z a r r e  and g r i s l y )  romance 
about love  and the  chance happenings of time as  d i r e c t e d  by the  power 
o f  f o r tu n e .  G reene 's  romance co u n te rb a lan ces  the  w ra th fu l  and s e x u a l ly  
n e u r o t i c  temperament of King Fandosto of Bohemia (S h a k e sp e a re 's  l i n g  
Leontes of S i c i l i a )  w ith  the  g e n t le ,  lo v in g  temperament of h i s  w ife  
Queen B e l l a r i a  and h i s  daugh ter  P r in c e s s  Fav/nia. Shakespeare
See: G. B ullough, N&DSOS, V I I I ,  p .121, f o r  in s ta n c e  th e re  i s  
the  romance m o tif  o f  the  l o s t  ro y a l  c h i ld  r e a re d  by shepherds and the  
young p r in ce  d is g u is e d  as  a shepherd in  o rd e r  to  woo a shepherdess  -  
a m o tif  which Bullough t r a c e s  as  f a r  back as  Herodotus.
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r e a r ra n g e d  and t i d i e d  up Fandosto when he adapted  i t  f o r  W in te r 's  
T a le , most n o t ic e a b ly  by removing the  K in g 's  o v e r t  i n c e s t  a t te m p ts  on 
h i s  d a u ^ t e r ,  by d i r e c t i n g  a them atic  emphasis more e f f e c t i v e l y  to  
t im e , by e n la rg in g  the  emphasis on a w e - in s p ir in g  ev en ts  and reu n io n ,  
and by a l t e r i n g  the  p r e s e n ta t io n  o f  the  r u r a l  f e s t i v i t i e s .  Shakespeare 
a l s o  o m itted  from h i s  a d ap ta t io n  of G reene 's  Fandosto B g is tu s '  p r iv a te  
awareness of je a lo u sy  (MPEGS,V I I I ,  p.l77> p a r . 3; E g i s tu s  b e in g  
S h a k e sp e a re 's  F o lix en es)  and the  comic s t r a n d  woven in to  G reene 's  
Fandosto about the  shepherd F o rm s  and h i s  w ife Mopsa (McISOS V II I ,  
p . 174 f . ) F o rm s  b e in g  S h ak esp ea re 's  widowed Old S h e p h e r d ) , T h u s  
Shakespeare c o n ce n tra te d  the  experience  of je a lo u sy  e x c lu s iv e ly  on 
Leontes in  ITie W in te r 's  Tale and avoided the  v e in  of rough bawdiness 
developed in  Fandosto when the  sh ep h e rd 's  w ife th in k s  t h a t  Pawnia 
(S h a k e sp e a re 's  F e r d i t a )  "v/as some b a s t a r d . , .y e t  m a rv e l l in g  t h a t  h e r  
husband should  be so wanton abroad , s i t h  he was so q u ie t  a t  home" 
M&DSOS, V I I I ,  p. 174) . ^ ^
The economy of S h ak esp ea re 's  adap tive  im ag ina tion  i s  e s p e c i a l l y  
v i s i b l e  in  The Kin t e r ' s  T a le , where v/e. see him combine w ith  the  rom­
ance m o tif  o f  the  reappearance  of the  wife and the  d au g h te r  whom the  
ro y a l  husband had thought were dead, from Gower's and Twine 's  
A po llon ius  of Tyre legend , elem ents  from G reene 's  Fandosto ( i n  which
Also checked a g a in s t  Bullough' has been the  e d i t io n  o f  Fandosto 
in  E l iz a b e th a n  Prose F i c t i o n ,  ed . M.Lewis (New York: B o bbs-M erri l l
C o .T ïÿ ë f)" ;  pp. 226- 277.
* John Lav/lor c la im s th a t  Shakespeare a l s o  i n t e n s i f i e d  L eon tes '
i s o l a t i o n  in  The w in t e r ' s  Tale from t h a t  of F a n d o s to 's  in  G reen e 's  
v e r s i o n . I  must d is a g re e  w ith  t h i s ,  however, s in ce  F a n d o s to 's  i s o l a t i o n  
i s  so extreme t h a t  he e v e n tu a l ly  commits s u ic id e ,  whereas Leontes i s  
r e u n i t e d  w ith  h i s  fa m ily .  See:John L aw lo r ,"Fandosto & the  N ature  of 
Dramatic Romance", P h i lo lo g ic a l  C u a r te r ly , x l i ,  1962,p p .96-113, 
e sp , p .97 .
S h ak e sp e a re 's  in v en tio n  of the  c h a r a c te r  of A utolycus w i l l  be 
b rough t up in  "Chapter V III  -  Odyssean Themes in  S h ak e sp e a re 's  Roman­
c e s " ,  s in ce  the  c h a r a c te r  of Autolycus i s  Odysseus' legendary  grand­
f a t h e r  and i s  th u s  more r e le v a n t  to  Chapter V II I .
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the  w ife d i e s ,  hu t the  daugh ter  r e t u r n s ) .  As w ith  the  A po llon ius  of 
Tyro legend we a lso  have in  Fandosto a t a l e  of k in d  and unkind  love 
( i n  the  sense of n a tu r a l  and u n n a tu r a l ) ,  and, a f t e r  the  d iv e rse  
t r a n s i t io n - w o r k  done hy Shakespeare w ith  Cymbeline, he r e tu rn e d  w ith  
The W in te r 's  Tale and F andosto , to  the  method o f c o n c e n tra t in g  on a 
s in g le  romance legend . With The W in te r 's  Tale Shakespeare i s  narrow ­
in g  h i s  use  of source m a te r ia l s  a f t e r  overex tend ing  h im se lf  in  
Cymbeline. In  one sense Cymbeline had been a s tep  forw ard  f o r  
Shakespeare because i n  i t  he worked to  e s t a b l i s h  the  d i v e r s i t y  o f  h i s  
romance drama from d iv e rs e  sou rces . Also in  Cymbeline he f r e e d  h i s  
drama from th e  a ttachm ent to  v / r i t te n  n a r r a t i v e  which showed th rough  
w ith  Gower's presence  in  F e r i c l e s . Though th e re  a re  some d ram atic   ^
h ig h p o in ts  in  Cymbeline, such as  the  epiphany of J u p i t e r  ( Cym.V . iv .  
29- 122) and th e  complex denouement ( Cym. V . v . l - 483) > the  m ix tu re  of 
d iv e r s e  e lem ents  i s  confus ing  f o r  an audience -  a confus ion  which 
seems a t  t im es  to  serve l i t t l e  purpose except to  give Shakespeare an 
o p p o r tu n i ty  to  l e a m  how to  make a d ram atic  romance. In  The W in te r 's  
T a le , however, Shakespeare made a s t r a t e g i c  r e t r e a t  from t r y i n g  to  
absorb  too  wide a  range of sources  v /ith in  h i s  d ram atic  romance and a t  
th e  same tim e he ga ined  ground in  h i s  a b i l i t y  to  c o n s t r u c t  a coheren t 
romance m u l t iv e r s e .
A ll  the  c h a r a c te r s  in  Fandosto a re  v ic t im s  of f o r tu n e .  At one 
moment "Fortune envious o f . . .h a p p y  su ccesse ,  w i l l i n g  to  show some s ign  
of h e r  in c o n s t a n c ie , tu rn e d  h e r  v/heele, and d a rk e n e d . . . / t^ ^ Z  B r ig h t  
sun o f  p r o s p e r i t i e ,  w ith  the  m is t ie  c louds of mishap and m ise ry ,"  and 
in  an o th e r  moment " fo r tu n e  sm ilin g  on /som eone/. . . l e n t  him / a /  lucky  
gale  of winde" (M:D£0S,V I I I ,  p p .157-158;191)• Shakespeare a l t e r s  
G reen e 's  emphasis on fo r tu n e  by g iv in g  in s t e a d  a dominant p o s i t io n  to  
time in  the  f ig u r e  o f  "Time, the  Chorus" a t  th e  b eg in n in g  o f the  
f o u r th  Act of Tho W in te r 's  T a le ,  and a lso  by weaving in  a theme of
(171)
g ra c e .  In  doing t h i s  Shakespeare en fo rc e s  upon the  audience the  same 
f e e l i n g  o f  an a l l -p o w e r fu l  r u l e r  over men's a c t io n s  which Greene 
t r i e d  to  accom plish  w ith  fo r tu n e  i n  Fandosto and wove in to  h i s  romance 
a fo rc e  which i s  b o th  g e n t l e r  and more u n p re d ic tab le  than  f o r tu n e .
Shakespeare has  been develop ing  his^own sense of time and fo r tu n e  
a s  two o f the  g r e a t e s t  fo r c e s  governing m ankind 's  p r o s p e r i ty  in  th e  
w orld  o f  h i s  romances, as w e ll  as  absorb ing  o th e r  romance w r i t e r s '  
id e a s  about th e se  f o r c e s .  F e r i c l e s  was a c u te ly  aware o f  t im e 's  
omnipotence and s a id  t h a t :
T im e's the  k ing  of men;
H e 's  b o th  t h e i r  p a re n t ,  and he i s  t h e i r  g rave .
And g iv e s  them what he w i l l ,  n o t what th ey  c rave .
( P e r . I I . i i i . 45-47)
And i f  we accep t G.Wilson K n ig h t 's  e v a lu a t io n  of F e r i c l e s , t h a t  
"every  l i n e . . .  s e rv es  a purpose in  i t  / a n d / . . .w hatever we th in k  of 
c e r t a i n  p a r t s ,  the  w h o l e . . . i s  u n q u es tio n ab ly  dominated b y . . .S h a k e s ­
p e a re '  s . . .m in d ,  then th e se  l i n e s  r e g i s t e r  S h ak esp ea re 's  own 
l y r i c a l - t h e m a t i c  concern f o r  im pressing  upon h i s  romance- audience the
power o f  time -  f o r  th ese  l i n e s  a re  a t t r i b u t a b l e  to  none of Shakes-
, 342 •p e a r e ' s  so u rc es .
Likev/ise w ith  the  power of fo r tu n e  in  S h ak esp ea re 's  romances,
F rospero  must manage w ell h i s  use of time on th a t  im portan t a f te rn o o n
when " s t r a n g e ,  b o u n t i f u l  F o r tu n e . . .h a th  ^ i s /  enemies /  Brought
to  / h i s /  shore"  ( _ ^ . I . i i . l 7 8 - l 8 0 ) . I f  one i s  to  p ro sp e r  in  the  world
G. Wilson K n igh t,  The Crov/n of L i f e , op. c i t . , p.75*
Compare the  e q u iv a le n t  s e c t io n s  in  Gower, MDSOS , VI, p p .386- 389 ; 
Twine, MLSOS, V I, pp."436-437Î and even the  analogue of George W ilk ins ' 
The P a i n f u l l  A d v e n tu re s  o f  P e r i c l e s  P r in c e  o f  T y r e , MBSOS, V o l .6 , 
p p .5 ^ - 5 0 9 ,~7vhich a l l  lack  any s im i l a r  mention to  the  power of tim e.
An argument might be made, however, t h a t  th ese  l i n e s  cou ld  be 
l in k e d  to  John Lay, s ince  the  l i n e s  which d i r e c t l y  precede th e se  (P e r .  
I I , i i i . 37- 4 4 ) c lo s e ly  p a r a l l e l  a passage in  John D ay 's  Humour Out of 
B re a th  -  as  F.D. Hoeniger n o te s  in  h i s  ed. of P e r i c l e s , op . c i t . , pToO.
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of S h a k e sp e a re 's  romances one must l e a r n  how to  use time in  term s of 
f o r t u n e ' s  fav o u r  and d is fa v o u r .  In  h i s  ren d e r in g  of the  Fandosto 
legend  Greene emphasized fo r tu n e  a s  fav o u r in g  the  brave and the  
b e a u t i f u l  and as  g u id ing  the m o ra lly  su p e r io r  people . Shakespeare 
emphasized time as  sovere ign  over a l l  t h in g s ,  r e v e a le r  of a l l  t h in g s ,  
and as  th e  d i s t a n t  y e t  in t im a te  essence  a t  the  h e a r t  of the  ve ry  
b u s in e s s  o f  romance.
In  a d d i t io n  to  changing the  emphasis from fo r tu n e  to  time in  h i s  
v e r s io n  of th e  Fandosto legend , Shakespeare so f ten ed  and en r ic h ed  the 
n a r r a t i v e  tone of the  romance by developing  human p e r s o n a l i t i e s  -  
f i l l i n g  ou t th e  c h a r a c te r s  from h i s  sources as  he always d id  -  and 
b r in g in g  out th e  id e a  of grace in  connec tion  w ith  th e  s to rm -to ssed  ■ 
w anderers . Although c e r t a i n  c r i t i c s  have t r i e d  to  i n t e r p r e t  Shakes­
p e a r e ' s  u se  o f  th e  id e a  of grace in  The W in te r 's  Tale a s ' a  d i s t i n c t l y
u sa
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C h r is t i a n  r e n d e r in g  of the  Fandosto l e g e n d , S h a k e s p e a r e ' s  ge  of
th e  concept o f  g race in  The W in te r 's  Tale i s ,  as  in  F e r i c l e s , 
p r im a r i ly  a concept which means t h a t  "which a f fo rd s  jo y ,  p le a s u re ,  
d e l i g h t . . .g o o d -w i l l ,  lo v in g -k in d n ess ,  / a n d /  m e r c y . B y  analogy 
t h i s  term may of course  be a p p l ie d  to  the  New Testament concept o f  the
S h a k e sp e a re 's  use  of time w ith in  h i s  d ram atic  romance s t r u c t u r e s  
w i l l  be d e a l t  vdth  in  g r e a t e r  d e t a i l  i n  the  n ex t  c h a p te r .
Most n o ta b ly :  S .L . B e th e l l  and J .A . B ryan t,  J r .  See: S .L .B e th e l l ,  
The W in te r 's  T a le : A Study (London: S ta p le s  P ress  L t d . ,  1947); J .A . 
B ry an t ,  "Shake s'es a re  ' s A llegory : The W in te r 's  T a le , " Sewanee Review,
63 ( 1955) .
Where, as  H a l l e t t  Smith p o in ts  o u t ,  the  frequency  of the  
occurrence  of the  t e m  of grace i s  even g r e a t e r .  See: H a l l e t t  Smith, 
S h a k e sp e a re 's  Romances, op . c i t . , p . 119»
As even the  f i r s t  meaning of "grace" i s  unders tood  when i t  i s  
employed by B i b l i c a l  w r i t e r s .  See: The New Compact B ib le  Id c t io n a .ry , 
ed . T.A. B ryant (Grand Rapids, Michigan: 1976 P i l l a r  Books &
Zondervan P u b l i sh in g  House), p . 20$.
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k in d n e ss  of the  C h r is t ia n  God, j u s t  as  i t  may h y  analogy he a p p l ie d  to  
any pov/erful experience  o f  good-fo rtune  o r  p leas ing , d i s p o s i t i o n .
"Grace" i s  a d i s t i n c t l y  numinous concept and one which Shakespeare 
u s e s  to  k n i t  to g e th e r  an ag reeab le  b u t  h ig h ly . in d e te rm in a te  s to ry .
Lake th e  concept of moi r a  in  C la s s ic a l  Greek, the  concept of fo r tu n e  
in  r e n a is s a n c e  England had about i t  a r i g i d i t y  and a f e e l i n g  of 
d e te rm in a t io n  which Shakespeare wished to  avoid  in  The ‘. '■ inter 's  T a le , 
w ish ing  in s t e a d  to  evoke an atmosphere of "u n p a th 'd  w a te r s ,  undream 'd  
shores"  ( W int. I V . i v . 559) ,  o f  boundless  p o s s i b i l i t i e s .  Whereas 
" fo r tu n e "  f o r  th e  E l iz a b e th a n s  im p lied  something a l re ad y  d i s t r i b u t e d  
and f ix e d ,  "grace"  im p lied  a fo rc e  more in d e te rm in a te  and f l u i d ,  more 
of a "sea-change" concept and keep ing  in  c h a r a c te r  w ith  the  n a t u r a l  , 
c a u s a t io n  o f  most ev en ts  in  S h ak esp ea re 's  romances.
A n o t ic e a b le  development in  S h ak esp ea re 's  use of h i s  sources  by 
the  time he g e ts  to  making The W in te r 's  Tale i s  h i s  in c re a s in g  concern 
w ith  ad ap t in g  a w e - in sp ir in g  even ts  and scenes o f  f a r - f e t c h e d  re u n io n s .  
S h a k e sp e a re 's  a lm ost complete a l t e r a t i o n  o f  the  ending of Pandosto to  
in c lu d e  the  reappearance  of Hermione by means of th e  sem i-m iraculous  
e v en ts  o f  Act f i v e ,  scene th re e  of The W in te r 's  Tale i s  e q u iv a le n t  in  
d r a n a t i c  fo rc e  and fancy  ( t h a t  i s ,  a combination of awe and in c re d ­
i b i l i t y )  to  S h a k e sp e a re 's  use  of A p o llo n iu s ' d ream -vis ion  from the  
end o f Gower's and Twine's romances and o f Posthumus L eonatus ' 
heavenly  v i s io n  in  Cymbeline. In  cill th re e  cases  Shakespeare h e lp s  to  
p u l l  the  a c t io n  of h i s  d ram atic  romances to g e th e r  by means o f  e x t e r n a l ,
A lexander Schmidt in  h i s  S hak e s pe a re  Lexi con, g ives  the prim ary 
meaning of th e  Shakespearean use o f  the  word " fo r tu n e"  as b e in g  the  
"power supposed to  d i s t r i b u t e  the  l o s s  of l i f e  acco rd ing  to  h e r  humour; 
the  good o r  i l l  t h a t  b e f a l l s  man," whereas the  prim ary meaning of 
"g race"  i s  "a goddess of beau ty  bestow ing p le a s in g n e ss ;  any ex ce l le n ce  
which c o n c i l i a t e s  love o r  makes w e ll  p l e a s in g ."  Gee: A. Schmidt, 
Shakespeare le x ic o n  & Quotation D ic t io n a ry  (New York : Dover P u b l . ,  
1971) ,  VoïT I ,p p ./1 4 7 .‘>38.
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a w e -in sp ir in g  in te r v e n t io n . -Although H eim one i s  n e ith e r  an a n gel 
from heaven nor an Olympian god, the i n i t i a l  e f f e c t  o f  her reappear­
ance i s  com parable, s in c e  the audience (w ith  the e x c lu s io n  o f  
P a u lin a ) se n se s  in  h er  reappearance the v i s ib l e  presence o f  a 
ch a ra cter  th ey  thought v/as dead. •>
Whereas from h i s  ad ap tation  o f  sou rces f o r  P e r ic le s  Shakespeare 
d er iv ed  fo u r  reu n ion s (A p o llo n iu s w ith  h i s  w ife ,  A p o llo n iu s  w ith  h is  
daughter, A p o llo n iu s  w ith  h is  c o u n se llo r , A p o llo n iu s w ith  h is  kingdom ), 
and in  Cymbeline he in c lu d ed  fou r  reu n ion s ( th e  husband and h is  w ife ,  
the r o y a l fa th e r  and h is  c h ild r e n , the k in g  and the g e n e r a l, B r ita in  
and Rome) -  w ith  The W in ter's  Tale Shakespeare en la rg en s the em phasis 
to  s i x  reu n ion s ( th e  ro y a l husband and w ife ,  the ro y a l fa th e r  and 
d au ghter, the k in g s  and t h e ir  r e s p e c t iv e  kingdoms o f  S i c i l i a  and 
Bohemia, the k in g  and h is  c o u n se llo r ,, the k in g 's  fo r g iv e n e s s  by h is  
c o u r t , and P a u lin a 's  rem arriage w ith  C aroillo). In The Tempest 
Shakespeare v / i l l  aga in  o f f e r  a f i n a l  g a th er in g  o f  reunion  -  w ith  the  
su g g e stio n  th a t  few  o f  the reun ions are genuine and th ere  i s  no t e l l i n g  
which o f  them w i l l  l a s t .
The l a s t  change v/e have to  note in  S h ak esp eare's  ad ap ta tion  o f  
G reene's Fandosto i s  the markedly d if f e r e n t  ch a ra cter  o f  the "m eeting  
o f  a l l  the fa rm er 's  daughters in  S i c i l y ,  v/h ither Fav/nia /^ h ak esp ears' s 
F e r d it a /  was a ls o  b idden  as  m is tr e s s  o f th e  fe a s t"  (M :IS0S, V I I I ,p .177) 
in  Pandosto as c o n tra sted  w ith  S h ak esp eare's  e q u iv a le n t Act fo u r ,  
scene fo u r  in  The W in ter's T a le . In Fandosto t h i s  scene ta ltes up  
approxim ately  th ree  sen ten ces  (MBSOS, V I I I ,p p .177-178) v/h ile in  Ihe  
W in ter's  Tale i t  ta k es  up approxim ately  f iv e  hundred and t h ir t y  f i v e  
l i n e s .  Shakespeare d evelop s t h i s  scene in  order to  en large upon a 
cou rt and country theme and to  s e t  o f f  the darkness o f the f i r s t  
s e c t io n  o f  TW W in ter 's  Tale w ith  a' c a r e fu l d e p ic t io n  o f  th e  b e a u t ie s  
o f "great c r e a t in g  nature" (W int.IV . i v . 8 8 ) . T h em atica lly  sp eak in g , in
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The W in te r 's  Tale th e re  f i r s t  comes decay and death  and then  secondly  
comes nourishm ent and b i r t h ,  w hile  Pandosto moves from d ea th ,  re s c u e ,  
r e tu r n  and f i n a l l y  back to  d ea th  aga in  w ith  P an d o s to 's  in c e s t  a t tem p t 
and s u ic id e .  Shakespeare c r e a te s  a them atic  ba lance  in  T}ie W in te r 's  
Tale which i s  a l t o g e th e r  u n l ik e  the  a l t e r n a t e l y  b ro o d in g , c rude , 
c y n ic a l ,  comic, t r a g i c  and u l t i m a t e l y  lu d ic ro u s  v e rs io n  o f the 
Fandosto legend  o f f e r e d  by Robert Greene.
S h a k e sp e a re 's  use  of F ra n c is  S a b ie 's  poems "The F ish e rm an 's  Tale" 
and " F l o r a ' s  F o r tu n e"  (M D SO S,V III,pp .207-213) -  romance n a r r a t iv e  
poems based  on G reen e 's  Pandosto -  and the  Pygmalion s to r y  as found in  
A rth u r  G o ld in g 's  t r a n s l a t i o n - o f  O v id 's  Metamorphoses (MDSOS,VIII, 
p p .232- 233) show Shakespeare fo l lo w in g ,  in  the  f i r s t  i n s ta n c e ,  the  same 
method o f doub le-check ing  and r e in f o r c in g  a s u p e r io r  romance w ith  
a n o th e r  w r i t e r ' s  i n f e r i o r  i n t e r p r e t a t i o n  of the  legend  and, in  the  
second in s t a n c e ,  show Shakespeare u s in g  a source work as l i t t l e  more 
than  a k in d  of l i t e r a r y  storeroom . S a b i e 's  poems have no s p e c ia l  
l i t e r a r y  q u a l i t i e s  to  recommend them, y e t  th ey  must have been 
th e m a t ic a l ly  i n t e r e s t i n g  f o r  Shakespeare s in ce  th ey  weave to g e th e r  a 
s t r e s s  on n a tu r e ,  lo v e ,  and f o r tu n e  as  the  governing fo r c e s  in  a 
romance of a  h ig h -b o rn  lo v e r  and a shepherdess, who i s  a c tu a l ly  a 
p r in c e s s .  In  S a b i e 's  poems the  f o r c e s  o f  love  and fo r tu n e  a t  f i r s t  
work c o n t ra ry  to  one a n o th e r  and e v e n tu a l ly  v/ork to g e th e r  to  c r e a te  a 
happy end ing , a s  i n  The Rare Triumphs of Love & F o r tu n e . G o ld in g 's  
t r a n s l a t i o n  from O v id 's  Metamorphoses i s  a v e ry  f l u e n t  and b e a u t i f u l  
p iece  of v e r s e .  I t  evokes .the atmosphere o f  wonder and s t ra n g en e ss  
which Pygmalion ex p er ien ced  and b r in g s  out w ith  g re a t  d e l ic a c y  the  
t r a n s fo rm a t io n  from "Ivorye" to  " v e r ie  f l e s h "  (MBSOS, V I I I ,  p . 232) 
which the  s ta tu e  undergoes.
A f i n a l  no te  needs to  be added here  re g a rd in g  S h a k e sp e a re 's  
sou rces  f o r  The W in te r 's  Tale s in c e ,  in  a d d i t io n  to  Greene, S a b ie ,  and
(176)
Golding, Bullough l i s t s  Mucedorus and S id n e y 's  Arcadia  a s  hav ing  had 
a p o s s ib le  in f lu e n c e  on The W in te r 's  T a le . Yet in  b o th  c a se s  t h e i r  
d i r e c t  im portance f o r  The W in te r 's  Tale i s  probably  l e s s  than  m inim al. 
B ullough  g iv e s  Mucedorus as  a "p o ss ib le  source" and the  A rcad ia  as  an 
"analogue" p r im a r i ly  on the  b a s i s  of the  -scenes in  which th e  p ro tagon­
i s t s  a re  chased by b e a r s  in  th ese  two works (M DcO S,V III, p p .204,
199~202). Yet the  s p o r t  of b e a r b a i t i n g  was an i n t e g r a l  p a r t  of the  
e n te r ta in m e n t  l i f e  on Bankside and Shakespeare, cou ld  have been 
i n s p i r e d  to  w r i te  th e se  scenes simply as  a r e s u l t  of t r y i n g  to  appeal 
to  th e  t a s t e s  of h i s  a u d i e n c e , a s  e a r l i e r  he may have chosen to  
in c lu d e  the  d e c a p i ta te d  Cloten scene in  Cymbeline to  p le ase  a s p e c ia l  
audience v/ho d e l ig h te d  " in  c ru e l  punishment and scenes of h u m i l i a t i o n . " ^ ^  
The approxim ate s i m i l a r i t y  in  c h a r a c te r  t r a i t s  between the  comic 
p e r s o n a l i t y  Mouse in  Mucedorus and Autolycus in  The W in te r 's  T a le , and 
between P r in ce  Mucedorus' l i n e s  t h a t  h i s  "mind i s  g r a f t e d  on a humbler 
s to ck "  (N&BSOS, V I I I , p . 204) and P o l iz e n e s '  l i n e s  about m arry ing  "a 
g e n t l e r  sc io n  to  the  w i ld e r  s tock"  ( W in t. I V . i v .9 3 )  are  two a d d i t i o n a l  
d e t a i l s  worth n o t in g ,  though of g r e a t e r  i n t e r e s t  i s  a g en e ra l  
s i m i l a r i t y  in  s t r u c tu r e  between Mucedorus and a l l  f o u r  of Shalcespeare 's  
romances. S ince S h ak e sp e a re 's  company rev iv ed  Mucedorus f o r  perform ­
ances  b eg in n in g  in  1607 ,^^^ the  p lay  i t s e l f  was p r in t e d  b o th  in  I 606
351and 1610 , i t  was performed on t h i r d  F eb ruary , I 6I I  a t  c o u r t ,  i t  v/as 
one of the  most popu la r  of a l l  E l iz a b e th a n  p la y s ,  and The Vlinter' s Tale
F or more on b e a r b a i t i n g  and i t s  p o p u la r i ty  see "P layhouses and 
Bear-Gardens" in  Jolin Dover 'Wilson, L ife  in  S hakespeare's England 
(London: P en g u in ,1 9 6 4 ) , p p .206-213, S idney Lee, " B ea rb a itin g ,B u l l b a i t i n g ,  
and C o c k fig h t in g ," in  S h ak esp ea re 's  Enrlond (London: I 9I 6) .
A.Harbage., Shakespeare & The R ival T r a d i t i o n s , op . c i t . , p.177*
J.M.Nosv/orthy e d . , C;^mibeline, o p . c i t . ,  p .xxv.
351 A.Harbage, A nnals , op. c i t . , p. 54#
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i t s e l f  was pro'ba'bly f i r s t  perform ed in  the  sp r in g  o f  1611^^ -  th e re
a re  good rea so n s  to  b e l ie v e  Mucedorus may have had a shap ing  in f lu e n c e  
on S hakespeare ’ s id e a s  on how to  c o n s t r u c t  a romance drama. Although 
the  p la y  i s  m ain ly  a p iece  of romance bu ffoonery  rem in iscen t  o f  the  
p o p u la r  drama o f  the  1570 's  and I 58O’ s (such  as the  anonymous Clyomon 
& Clamydes) i t  i s  a  good example o f  a p lay  from which an a t t e n t i v e  
d ra m a t is t  such as  Shakespeare could  e x t r a c t  many of the  e s s e n t i a l  
i n g r e d ie n t s  of a romance drama; a "main p l o t . . . / f i l l e d  v ; i t ^  fo rm idab le  
opponents and o b s t a c l e s . . . / w h i c h /  s e p a r a t e / ^  i t s  c e n t r a l  f ig u r e s  
Æ r in c e  Mucedorus and P r in c e s s  Amadine/, sending them in  d i f f e r e n t  
d i r e c t i o n s ,  and re v e a l in g  t h e i r  p a r a l l e l l  c a r e e r s  o f  adventure  in  
a l t e r n a t i v e  g lim pses as  the  n a r r a t i v e  moves from one p ro ta g o n is t  to  - 
th e  o th e r .
S idney’ s A rcadia  a lso  possesses  a c e r t a i n  s i m i l a r i t y  w ith  a l l  of
S h a k e sp e a re 's  romances, e s p e c i a l l y  in  t h a t  b o th  Sidney and Shakespeare
c r e a te  compendious romance works which a re  n e v e r th e le s s  bound h y  t h e i r  
354moral c o n t in u i ty .  But f o r  the  moment t h i s  p o in t  v / i l l  be pu t a s id e  
and i t  w i l l  be r e tu r n e d  to  i n  the  co n c lu s io n  of th e  c h a p te r  on 
S h a k e sp e a re 's  use of the  romance s t r u c t u r e .  We must now tu rn  to  the  
romance in  which Shakespeare used  the  l e a s t  number of source works,
The Temoe s t .
^^^As v/e know from Simon Forman's r e p o r t  of having  seen i t  on May I 5 , 
1611. See: Shakespeare E n cyc lopaed ia , ed, O .J . Campbell, o p .c i t . ,
p p . 9 5 0 - 9 5 1 .
^ ^ ^ a v i d  M, B evington , From ' Mankind' to  Marlowe -  Growth o f  S t r u c ­
tu r e  igi the  P opu la r  Drama of Ta dor Mn ^ 1 and ( C amb r i d g e , M assachuse tts ;  
Harvard U n iv e rs i ty  P re s s ,  1962 , r p . 1968) ', p • 193• Kor more on Mucedorus see 
a lso  J .  Winney's in t r o d u c t io n  to  h i s  e d i t io n  of Three E l iza b e th an  r l a y s : 
Edward I I I , Mucedorus, Midas (London: Chatto & V.in d u s ,  1959) •
^54A p o in t  made w ell  by John Banby in  Poe ts  on F o r tu n e ' s H i l l , op . 
c i t . , esp . C h . I l l  "Sidney & the  Late-Shakespeare  an Romance," p p .74-107, 
a lth o u g h  many of Banby's  p o in ts  concern ing  S h ak esp ea re 's  moral con­
t i n u i t y  were a n t i c ip a t e d  by Donald A .S ta u f f e r  in  h i s  S hakespeare ' s 
World of Images -  The Development Of His Moral I d e a s , op. c i t .
(178)
S h ak esp ea re 's  The Tempest
Since The Tempest i s  one of Shakespeare’ s th re e  p la y s ,  a long  w ith
Love’ s Labour Lost and A Midsummer N ig h t’ s Bream, f o r  which no main
355source has  been d i s c o v e r e d * ^ -  th e re  i s  no t a g re a t  d ea l  to  be s a id  
about S h a k e sp e a re 's  conversion  of source m a t e r i a l s  f o r  use  in  Tho 
Tempest. General c r i t i c a l  op in ion  now h o ld s ,  as  S tan ley  Wells has 
p o in te d  o u t ,  t h a t  even though th e se  th re e  p lays  may "show the  
in f lu e n c e  o f  ^^hakespeare ’ s /  r e a d i n g . . . i n  them the  in f lu e n c e  i s  l o c a l
355
r a t h e r  than  p e r v a s iv e ."  In  s h o r t .  The Tempest i s  S h ak esp ea re 's
own p lay  in  a way t h a t  P e r i c l e s , Cymbeline, and The W in te r 's  Tale were
n o t  -  and our e v a lu a t io n s  of source in f lu e n c e s  f o r  The Tempest must be
co n f in ed  to  s p e c u la t io n s  on contemporary analogues and a few •
in s ta n c e s  o f  p a r t i c u l a r ,  i s o l a t e d  borrow ings.
A b r i e f , c a u sa l  p lo t  f o r  The Tempest has been lo c a te d  in  Thomas'
H is to r i é  of I t a l i e  (pub. 1549 and I 561) in  which i s  r e p o r te d  the
s to r y  o f  one P rospero  Adorno, Duke of Genoa, who was depososed by a
r i v a l  fa m ily  named the  P reg o s i  and v/ho was ' su b sequen tly  r e i n s t a t e d  a
y e a r  a f t e r  h i s  d i p o sa i .  However a s  J.M. Nosv/orthy has  shown, t h i s
h i s t o r i c a l  re c o rd  p robably  d id  l i t t l e  more than supply  Shakespeare
357v/ith a few b a s ic  in c id e n t s  and names. ^ Also from I t a l y  comes the  
p o s s ib le  in f lu e n c e  of th e  Commed ia  d e l l ' Arte on The Tempest, s p e c i f ­
i c a l l y  some o f  th e  s ce n a r i  i n  the  marine p a s to r a l s  which K.M. Lea in  
h e r  I t a l i a n  Popular Comedy went so f a r  a s  to  c a l l  rem arkably  s im i la r
As Kenneth Muir has  shown in  h i s  S h a k esp ea re 's  S o u rces , op. c i t .
p p . 2 5 5 - 2 5 7 .
S ta n le y  W ells , "Shakespeare Without S o u rce s ,"  in  S t r a t fo rd -u p o n -  
Avon S tu d ie s  14 , 1972, p p .58- 74, above quote p . 58.
J.M. Nosworthy, "The N a r ra t iv e  Sources of The Tempest,"  The 
Review of E n g l ish  S tu d ie s , x z iv ,  1948, p p .281-294, above re fe re n c e  
PpTSok-"^].
(179)
358to  some o f the  scenes in  The Tempest, B u t ,a g a in ,  the  v a r i e t y  of 
t h e a t r i c a l  m a te r ia l  in  the  body, of works produced by the  Commedia 
d e l l ' A rte  t r a d i t i o n  i s  so l a rg e  t h a t  the  lin lcs  between The Tempest and 
th e se  marine p a s t o r a l s  i s  s l i g h t l y  b e t t e r  than  tenuous -  n o t  to  men­
t io n  the  f a c t  t h a t  we have no p roof th a t  Shakespeare ev e r  saw o r  
s tu d ie d  the  Commedia d e l l *A r te .
The in f lu e n c e  of O v id 's  Metamorphoses and M onta igne 's  Of the  
C annibals  appear to  be confined , r e s p e c t iv e ly ,  to  Act f i v e ,  scene one, 
l i n e s  33- 50, and Act two, scene one, l i n e s  143-158, of The Tempest.
In  th e se  r e s p e c t iv e  s e c t io n s  Shakespeare wove in to  The Tempest m a te r ia l  
from O v id 's  and M onta igne 's  w r i t in g s  which may be co n s id e red  th e  lo cu s  
c l a s s i eus o f  t h e i r  p a r t i c u l a r  s u b je c t .  The passage from O v id 's  
Me t amorphese s , Book V II ,  l i n e s  197-209, d e sc r ib e s  M edea's summoning 
o f  h e r  m agical powers in  o rd e r  to  make Aeson, J a s o n 's  f a t h e r ,  young 
a g a i n . T h e  passage from M ontaigne 's  Of th e  C an n ib a ls , Book I I ,  
p a r t  one, l i n e s  148-173 in  the  E s s a y s , d e sc r ib e s  the  c o n d i t io n s  o f  an 
i d e a l  p r im i t iv e  commonwealth from an e ssay  which compares the  wrong­
do ings o f  c i v i l i z e d  man w ith  those  o f  " u n c iv i l iz e d "  man.^^^ In b o th  
ca se s  Shakespeare e x p lo i te d  h i s  sources  to  a r t i c u l a t e  w ith in  Tho 
Tempest v i r t u a l l y  commonplace id e a s .  The m a te r ia l  which Shakespeare 
borrowed from O v id 's  Metamorphoses was a lso  used  by Thomas M iddleton
K.M. Lea, I t a l i a n  Popular Comedy, 2 V ols. (Oxford; U n iv e r s i ty  
P r e s s ,  1934) ,  V o l . I I ,  p p .433-434-
As Frank Kermode n o te s  in  h i s  in t r o d u c t io n  to  S h a k esp ea re 's  The 
Tempest (London: M ethuen-A rden ,s ix th  e d . ,1 9 5 8 ,rp t . l9 7 l ) ,P P . l% v l" L x v l i*  
F or more on the  Commedia d e l l *A r te , see a l s o :  Giacomo O re g l ia ,  The 
Commedia d e l l - A r te  (hew Y ork: H i l l  & Wang, r p t . l 9 6 S ) , p p . x i i - x v . ,147-
See: W.H.B.Rouse, ed . S h a k esp ea re 's  0v id  ( C arbondale ,1 1 1 ,:  
Southern  I l l i n o i s  U n iv e rs i ty  P re s s ,  r p t .  19*61*77
See : e ssay s  of Montaigne done in to  E n g l ish  by John F lo r io
anno I 613, ed . Joiin h a in tsu u ry  (London: L '.h u tt ,  I 692-16937*
(180)
i n  h i s  tragicom edy The Witch (w r .c , l6 lO -1 6 l6 )  p  v<hile "had the 
French e s s a y i s t ' s  work never f a l l e n  i n t o  t h e  hands of /S h a k e s p e a re / ,"  
a s  M argare t Hodgen p o in ted  o u t ,  "G onzalo 's  speech might w e ll  have been 
v / r i t te n  in  th e  same v e in , "  s ince  a l ike-m indedness  concern ing  t h i s  
s u b je c t  can be t r a c e d  to  no fewer than  e ig h t  w r i t e r s  of the  
r e n a i s s a n c e *
364As commonly n o t e d ,  S h a k e s p e a re  i s  i n d e b t e d  i n  many o f  h i s  
w r i t i n g s  t o  t h e  work o f  O vid  an d  M o n ta ig n e ,  a l t h o u g h  h i s  u s e  o f  t h e  
M e tam orphoses  may h av e  c o n t r i b u t e d  d i r e c t l y  t o  h i s  s e n s e  o f  rom ance 
s t r u c t u r i n g .  The M etam orphoses  i s  w r i t t e n  i n  a  s t y l e  o f  w r i t i n g  
w h ic h  C .S . L ew is  i d e n t i f i e d  a s  a " P o ly p h o n ic "  n a r r a t i v e .  ^  I t  
c o n t a i n s  a  w ide  v a r i e t y  o f  g ë n r e s  and  l i t e r a r y  t o n e s ,  u s e s  many 
d i f f e r e n t  f r a m in g  an d  l i n k i n g  d e v i c e s ,  and  i s  j o i n e d  t o g e t h e r  b y  an  
u n d e r l y i n g  c o n c e r n  f o r  t h e  r o l e  o f  p a s s i o n  i n  t h e  l i f e  o f  go d s  and  
men. The M etam orphoses  i s  a u n i f i e d  compendiura o f  a n c i e n t  m y th o lo g y  
w h ic h  o f f e r e d  S h a k e s p e a r e  an ex a m p le ,  a s  M a l o r y ' s  M orte  B 'A r t h u r  
o r  A r i o s t o ' s  O r la n d o  F u r i o s o  m ig h t  h a v e ,  o f  a  work o f  l i t e r a t u r e  
b u i l t  on t h e  p r i n c i p a l  o f  d i v e r s i t y  - w i th in  u n i t y .  The M etam orphoses  
c o n t a i n s  i t s  own k i n d  o f  m u l t i v e r s e  o f  c h a n g in g  fo rm s  w h ich  c o u ld
And s i n c e  t h e  d a t e s  o f  t h e  f i r s t  p e r fo rm a n c e  o f  The M itc h  a r e  
u n c e r t a i n  i t  i s  n o t  known i f  S h a k e s p e a re  b o r ro w e d  t h i s  i d e a  f rom  
M id d le to n  o r  v i c e  v e r s a .  S ee ;  Thomas M id d le to n ,  W orks, e d .  A .H .B u l le n  
(L ondon : J .C .  Nimmo, I 885- I 886, ) ,  V o l .V . , p .443,
M.T. Hodgen, "M onta igne  and  S h a k e s p e a re  A g a in , "  H u n t in g to n  
L i b r a r y  C u a r t e r l y , x v i ,  1952 , p p . 2 3 -4 2 ,  above q u o te  p . 40*
F o r  t h e  i n f l u e n c e  o f  O vid  on S h a k e s p e a re  s e e :  R o b e r t  K .R o o t ,  
C l a s s i c a l  M y tho logy  in  S h a k e s p e a re  (New Haven: Y a le  U n i v e r s i t y  P r e s s ,  
1903) ; T . V ; B a l d w i n , Shake s re a r e *  s Em ail L a t i n  and Lee so Oreeke 
( U r b a n a , I l l i n o i s :  U n i v e r s i t y  o f  I l l i n o i s  P r e s s , 1 9 4 4 ) , ^ o l . I I , p p . 443 -4 5 2 .
F o r  t h e  i n f l u e n c e  o f  M o n ta igne  on S h a k e s p e a re  s e e :  G.C, T a y l o r ,  
S h ak esp e  a r e ' s  B obt t o  M o n ta im e  (C a m b r id g e ,  M a s s . :  H a r v a rd  U n i v e r s i t y  
P r e s s ,  192577  and  M.T. Hodgen, l o o , c i t .
A s .n o t e d  e a r l i e r  in  C h a p te r  I I I  of t h i s  s t u d y ,  s e e  p .4 6 , f n . lC 4 .
(181)
i n s p i r a  s t r u c t u r a l  e m u l a t i o n .
F i n a l l y  we s h o u ld  n o te  t h e  p o s s i b l e  i n f l u e n c e  o f  t h e  v o y a g e r  
l i t e r a t u r e  on S h a k e s p e a r e .  G e o f f r e y  B u l lo u g h  has sum m arized  t h i s  
i s s u .8 b y  r e m a r k in g  t h a t  a l t h o u g h  " f o r  S h a k e s p e a re  romance was m a in ly  
o f  t h e  M e d i t e r r a n e a n "  t h e  e x p e r i e n c e s  o f  E n g l i s h  r e n a i s s a n c e  voyagers  
r e s e m b le  some o f  t h e  " m a t e r i a l  i n  t h e  r o m a n c e - l i t e r a t u r e  w h ich  h a d  
i n f l u e n c e d  h i s  r e c e n t  / d r a m a t i c  ro m a n c e s / "  and  S h a k e s p e a re  may have  
t u r n e d  t o  t h e  w r i t i n g s  a b o u t  t h e s e  e x p e r i e n c e s  i n  o r d e r  t o  add  a  d a sh
367o f  c o n te m p o ra r y  f l a v o u r  t o  The T e m p es t . I n  t h e  w r i t i n g s  known a s  
t h e  "Bermuda P a m p h le t s " ,  m ost e s p e c i a l l y  i n  W il l ia m  S t r a c h e y ' s  l e t t e r  
o f  15 J u l y ,  1610 , w h ich  was l a t e r  r e p r i n t e d  i n  P u r c h a s  h i s  P ilg r im e s  
( 1625) a s  A T rue  R e p e r to r y  o f  t h e  Ï ïraoke  and  R edem ption  o f  S i r  Thomas 
G a t e s , K n i g h t , t h e r e  a r e  a  number o f  n a r r a t i v e  i n c i d e n t s  w h ich  c o u ld  
have  i n s p i r e d  p a r t s  o f  The T em p es t . T em pests  i n  s t r a n g e  c l i m e s ,  t h e  
e x p e r i e n c e  o f  S t .  E l m o 's  f i r e ,  a  s h ip w re c k  and  a l u c k y  d i s c o v e r y  o f  en 
i s l a n d  w h ich  p r o v e d  t o  b e  a  b o u n t i f u l  w i l d e r n e s s  w h ich  i s  " b o th  t h e  
p l a c e  o f  o u r  s a f e t i e  an d  m eanes o f  o u r  d e l i v e r a n c e "  (NMDEOS, V I I I , p .
280) -  may a l l  h av e  p r o v e d  t o  be  p r o v o c a t i v e  m a t e r i a l  f o r  S h a k e s ­
p e a r e ' s  a d a p t i v e  i m a g in i n g s .  B u t  t h e  v o y a g er 's  l i t e r a t u r e  i s  
e s s e n t i a l l y  a n a lo g o u s  l i t e r a t u r e  o f  a d v e n tu r e  and  t o  s tu d y  i t  w i t h  an  
eye  t o  d i s c e r n i n g  e x p l i c i t  p o i n t s  o f  i n f l u e n c e  ( i n  t h e  same way t h a t ,
. s a y ,  G o w e r 's  C o n f e s s io  Amanti s  i n f l u e n c e d  P e r i c l e s ) " i s  d e s p e r a t e . . .  
^ o r /  w h a t . . . / t h i s  m a t e r i a l /  c o n t r i b u t e / s / ,  / i ^  c o n t r i b u t e / s /
F o r  more on t h e  s t r u c t u r e  o f  O v i d ' s  Me t  am 0 rp h o  s e s  see  : B ro o k s  
O t i s ,  O vid  As An E p ic  P o e t  ( Cambridge : U n i v e r s i t y  P r e s s ,  1 9 7 0 ,2 n d  e d . ) .
R&BSOS V I I I , p . 243 . Further ex a m p les  o f  n o te w o r th y  r e s e a r c h  done 
on S h a k e s p e a r e  an d  t h e  v o y a g e r s '  l i t e r a t u r e  a r e :  R .R . C a w le y ," S h a k e s ­
p e a r e '  s  Use o f  the V oyage rs  i n  The Tempest," P u b lic a t io n s  o f  t h e  Modern 
lanpnia.ge A sso c ia t io n  o f  America a L I , 1 9 2 6 , p p . 6 3 3 - 7 2 6 ;  R .R .C a w le y , I 'hQ 
V o y a r p rs  & E l i z a b e t h a n  Drama (L ondon: O x fo rd  U n i v e r s i t y  P r e s s ,  193o7j 
se e  a s  w e l l  L o u is  B . h r i g h t ,  e d .  'The E l i z a b e t h a n ' s  Am e r i c a  (C am bridge  
M a s s . :  H a r v a rd  U n i v e r s i t y  P r e s s ,  19^3)*
(]82)
i n c i d e n t a l l y ,  and th e  hu lk  of the p l a y 's  n a r r a t i v e  s t u f f  can he b e t t e r  
accounted  f o r  in  o th e r  w ays."868
What i s  most i n t e r e s t i n g  about The Tempest in  term s of Shakes­
p e a re '  s so u rces  and h i s  adap tiv e  method's i s  t h a t  he seems to  have had 
complete confidence  by t h i s  time in  h i s  ov/n u n d e rs tan d in g  o f the  
n a tu re  of the  romance genre . With The Tempest Shakespeare i s  u s in g  
h i s  source m a te r i a l s  e x c lu s iv e ly  f o r . " f a c t s  and f i g u r e s " ;  th e re  i s  no 
analogy to  the  r e l a t i o n  which e x i s t e d  between Gower's w r i t in g s  and 
P e r i c l e s , B o c c a c c io 's  w r i t in g s  (he who v/as " the  on ly  one 
d i s p l a y / i n g /  an y th in g  approaching the  same o rd e r  o f  gen ius  as  
S h ak e sp e a re 's " )^ ^ ^  and C:\Tnbeline, o r  G reene 's  w r i t in g s  and The 
W in te r 's  T a le . With The Tempest Shakespeare i s  u s in g  h i s  source 
m a te r i a l s  i n  th e  same manner in  which he had p re v io u s ly  used  
i n f e r i o r  a d a p ta t io n s  of h i s  p r in c ip a l  sources  to  r e in f o r c e  h i s  
u n d e rs tan d in g  of romance themes and d ev ice s .  With Tne Tempest he 
may have borrowed some d e t a i l s  to  g ive h i s  romance a contemporary 
f l a v o u r  o r  ground a scene w ith  a c l a s s i c a l  r e f e r e n c e ,  b u t  one must 
conclude t h a t  the  p lo t  and concep tua l s t r u c tu r e  rem ains h i s  a lo n e .
The Tempest p o sse sse s  an a u th e n t i c i t y  a t t r i b u t a b l e  to  the  f u l l  
m a tu r i ty  of S h ak e sp e a re 's  mind and fancy  and i t  i s  a romance which, 
a s  A lf re d  Harbage remarked, "Shakespeare h im se lf  i s  i n . . . a s  ho was 
in  th e  g re a t  t r a g e d i e s . . . / a n d  in  v /h i c ^  in  h i s  own ob lique  and
370
u n ag g re ss iv e  way / h e /  v/as communicating /some k in d  f a i t h . "
This " f a i t h "  i s  an e x p o s i t io n  of the  romance p a t te r n  o f  a r t  which 
I n t e r p r e t s  l i f e  as a m u lt i tu d e  o f  f o r c e s  -  a p a t t e r n  which we s h a l l
J.M. Nosworthy, "The N a r ra t iv e  Sources of The Tempest,"  op. c i t . ,
pp. 286-287.
J.M. Nosworthy, e d . , Cymbeline, op. c i t . , p .xx .
A lf re d  Harbage, W ill ia m  S hakespeare : A R ea d e r 's  Guide (New 
York: Noonday P re s s ,  I 963) ,  p p .438,440.
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exp lo re  s t r i c t l y  in  terms o f S h ak esp ea re 's  romances in  the  n ex t  
c h a p te r .
•
Conclusion
The p r in c ip a l  sources  f o r  S h ak esp ea re 's  l a t e  d ram atic  romances -  
the  A p o llon ius  o f  Tyre legend , H o lin sh ed 's  h i s t o r i c a l  m a te r i a l ,  the  
w a g e r - s to ry ,  the  anonymous drama o f Lady Venus and Lame Fortune  
m an ip u la t in g  the  a f f a i r s  o f  mankind, the  Pandosto legend , and the  
"Bermuda Pamphlets" -  share many d ev ice s  w ith  C la s s ic a l  and m edieval 
romance. A l l  o f  t h i s  m a te r ia l  c o n ta in s  la rg e  amounts o f  m arve l, r i s k  
and tr ium phan t adven tu re ;  d e a ls  v/ith ship\’'/Tèck or a p p aren t  l o s s ,  a 
wandering jou rney  towards "home", and a f i n a l  reun ion  scene; has  a 
main c h a r a c te r  who i s  e s s e n t i a l l y  p ious and q u ic k - th in k in g  
(A p o llo n iu s ,  Genevra, Fawnia, S i r  Thomas G a tes ) ;  m ingles "blessings and 
sorrows and makes c la im s to  h i s t o r i c a l  re le v an cy . Some of th e  source 
s t o r i e s ,  most n o ta b ly  the  w ag er-s to ry  and the  "Bermuda Pam phle ts" , 
do no t  emphasize g e n e ra t io n  d i f f e r e n c e s  b u t  Shakespeare wove the  
theme o f  g e n e ra t io n  d i f f e r e n c e s  in to  th ese  sources  when he adapted  
them in to  h i s  romances.
In  c e r t a i n  c ase s  an emphasis on pagean try  needed to  be added o r
a l t e r e d ,  th u s  Shakespeare changed the  w ag er-s to ry  from a t a l e  about
m erchants  to  a t a l e  about r o y a l ty  and changed the  s e t t i n g  f o r
A p o llo n iu s '  tr ium ph in  the  c o u r t  o f  h i s  f u tu r e  f a t h e r - in - l a w  from a
f e a s t  and the  s in g in g  a f t e r  the  f e a s t  to  a tournament of k n ig h ts  and
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th e  g re a t  b a l l  h e ld  a f t e r  the  tournam ent.^  Magical wonders and a 
d i r e c t i n g  in f lu e n c e  of h ig h e r  powers was o f te n  added to  th e  o r i g i n a l .
I  am making t h i s  conclus ion  on th e  assumption t h a t  "every  l i n e ,  
good o r  bad , se rv es  a purpose ^ n  P e r i c l e s / . . . / a n d 7  th a t  w hatever we 
th in k  of c e r t a i n  p a r t s ,  the  w h o l e . . . i s  un q u es tio n ab ly  dominated by a 
s in g le  mind; t h a t  mind i s  ve ry  c l e a r l y  S h a k e sp e a re 's ,"  a s  G. Wilson 
K night has s a id .  Bee: The Crown of L i f e , o p .c i t . , p . 75*
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which was u s u a l l y  reshaped  in  o rd e r  to  add c h a r a c te r  depth  to  the  
p r o ta g o n i s t s  -  as  w ith  the  changed emphasis from fo r tu n e  to  the  sea  
in  th e  A po llon ius  of Tyre legend to  accen tu a te  the  p e r s o n a l i t i e s  
r a t h e r  than  the  gu id ing  powers. With h is^ u se  of d i s t in g u i s h in g  
tokens  Shakespeare a l t e r e d  t h e i r  n a r r a t i v e  arrangement in  the  o r i g i n a l  
so t h a t  they  would have a g r e a t e r  e f f e c t  in  h i s  p la y s ,  as w ith  h i s  
a l t e r a t i o n  of Genevra’ s purse and g i r d l e  from the w ag er-s to ry  o r  the  
tokens  of Fawnia’ s ro y a l  b i r t h  from the  Pandosto legend .
Shakespeare ’ s romances s t r e s s  q u a l i t i e s  of the  romance genre 
which a re  e i t h e r  emphasized in  h i s  so u rces ,  n o ta b ly  th e  use  of 
d i v e r s i t y  and s p e c ta c le ,  the  c r e a t io n  o f  a world o f  r a p id  l o s s  and , • 
g a in ,  o r  q u a l i t i e s  which he added du ring  the  conversion  of h i s  
so u rc e s ,  n o ta b ly  th e  p rec io u s  t e x t u r e .o f  h i s  lan g u ag e , the  s t ro n g  
sense o f a  u n iq u e ,  y e t  f a m i l i a r ,  v/orld, and h i s  use  of the  fo r c e  of 
i n t u i t i o n  to  in c re a s e  romance c o n t in u i ty .  In  form ing h i s  romances 
Shakespeare a l s o  enhanced the  romance sense of f a n ta s y  and wonder 
which one f i n d s  in  h i s  so u rces ,  while a t  the  same time f i t t i n g  h i s  
romances to  th e  s tag e  w ithou t removing the  n a r r a t i v e  i n t r i c a c y  
p ossessed  by works no t o r i g i n a l l y  designed  f o r  the  s ta g e ,  w ithou t 
l i m i t i n g  the  m a tr ix  of chance, f o r tu n e ,  and n a tu re  ou t of which the
(185)
romance p lo t  ta k e s  shape.
Romance ta k es  ve ry  w ell to  a dram atic  s t r u c tu r e  s ince  i t  i s  a 
d i s p a r a te  form, a form which i s  s ec t io n e d  in to  m a rv e llo u s ly  a c t iv e  
and s e l f - c o n ta in e d  scenes. In  a t y p i c a l  romance, from the  Odyssey 
to  th e  Pandosto legend , the  wanderers spepd much of t h e i r  time 
le a d in g  t h e i r  l i v e s  a p a r t  from one an o th e r  — p la y in g  out t h e i r  scenes 
of jo y  o r  sorrow in  d i f f e r e n t  c o u n t r ie s  o r  in  sh a rp ly  d i s t in g u is h e d  
l o c a t i o n s .  While Penelope must d e a l  w ith  the  s u i t o r s  a t  c o u r t ,  
Odysseus i s  e x c e l l in g  in  the  throwing of the  d iscu s  among the  
P h aec ian s .  Vdiile King Pandosto i s  b rood ing  on h i s  th ro n e ,  h i s  Queen
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And, a s  Howard F e lp e r in  has  shown in  h i s  r e c e n t  Shakesmearean 
Romance (P r in c e to n ;  U n iv e rs i ty  P r e s s ,  1972), s ince  the  romances were ' 
e q u a l ly  p o p u la r  w ith  th e  la rg e  popu lar and small p r iv a te  t h e a t r e s  
A.ÎI. T h o rn d ik e 's  o ld  t h e s i s  t h a t  Shakespeare was accommodating h i s  
romance s t y l e  to  th e  p r iv a te  t h e a t r e s  w ith  t h e i r  u p p e r - c la s s  
aud iences  and a t  the  same time copying the s ty le  of Beaumont and 
F l e t c h e r  novr h as  l i t t l e  c r e d u l i ty .  As t h i s  argument has developed  
s in ce  A.3 , T h o rn d ik e 's  The In f lu en ce  of Beaumont and F le t c h e r  on 
Shakespeare (Hew York: 1901), to  G.3. B e n t le y 's  '’Shakespeare and the  
B l a c k f r i a r ' s  T h e a t re ,"  Shakespeare Survey I  ( Cambridge:1 9 4 8 ) ,pp.3S~50, 
to  F .P .V / i lso n 's  F l i s a b e th a n  and Jacobean (Oxford: 1945)TP-126-123, and 
f i n a l l y  down to  A lf re d  Ilarbage' s Shakespeare and th e  R ival T r a d i t io n s  
(Hew York: 1952) and F e l p e r i n ' s  work, op. c i t . , pp.2o3-269, the  whole 
o r i g i n a l  t h e s i s  has  v i r t u a l l y  been tu rned  on i t s  head.
Harbage f i n a l l y  argued th a t  S h ak esp ea re 's  romances were p robab ly  
more popu la r than  a r i s t o c r a t i c .  Yet t h i s  th re e  q u a r t e r  of a c en tu ry  
o ld  c r i t i c a l  brouhaha, i n t e r e s t i n g  though i t  may b e ,  would perhaps 
n ev e r  have s t a r t e d  had Ben Jo n so n 's  assessm ent of S h ak esp ea re 's  
romances as  e n te r ta in m e n ts  which c a t e r  too e x c lu s iv e ly  f o r  lo w e r -c la s s  
t a s t e s  -  c a l l i n g  them " s t a l e  /  As the  S h r ie v e 's  c r u s s t s ,  and n a s ty  as  
h i s  f i s h s c r a p s "  -  been taken  s e r io u s ly .  See: Ben Jonson, The Hew Inne 
(Oxford: Clarendon P r e s s ,  1938) ed. C.H. H erford  & P. & F . Simpson,
1 .2 3  in  th e  ode to  " the  j u s t  in d ig n a t io n "  appended to  The Hew In n e .
And, a s  C l i f f o r d  Leech has n o ted ,  a lthough  th e re  are  some 
i n t e r e s t i n g  mutual borrowings between Beaumont & F l e t c h e r ' s  P h i l a s t e r  
( 1610) Bonduea ( c . l 6 l 3 )  and Cymbeline ( c . l 6 0 9 ) ,  and Beaumont & F l e t ­
c h e r ' s  The F a i t h f u l  Shepherdess (0 . I 6O0 ) and The Tempest ( c . l 6 l l )  most 
of th e  borrowing i s  from thakespeare  to  Beaumont and F l e t c h e r ,  w hile  
S h a k e sp e a re 's  romances them selves "are  e s s e n t i a l l y  d i f f e r e n t  in  mood 
from th e  Beaumont and F le tc h e r  t r a g ic o m id ie s , " For more on Beaumont 
and F l e t c h e r ' s  r e l a t i o n  to  Shakespeare, see : C l i f f o r d  Leech, the  
a r t i c l e  " F le tc h e r ,  John" in  A Shakespeare Encyclopaedia  (London: 
Methuen, I 966) ed. O.J.Campbell & L.G. Q uinn ,pp .232-234) A.U.Appleton, 
Beaumont & F le tc h e r :  A C r i t i c a l  Study (London: 1956).
See a ls o  fo o tn o te  531 f o r  a f u r t h e r  re fe re n c e  to  Beaumont and 
F l e t c h e r .
(186)
B e l l a r i a  i s  d i s c o v e r in g  she i s  w ith  c h i ld  in  a  p r iso n  c e l l .  A lthough
t h i s  q u a l i t y  of d i f f e r e n t  n a r r a t i v e  s t r a n d s  would seem to  work a g a in s t
an o v e r a l l  u n i f i e d  s t r u c t u r e ,  d i f f e r e n t  n a r r a t i v e s  a re  u n i f i e d  hy
d i r e c t i n g  them towards the  same conclud ing  scene -  as  Odysseus,
Telemachus and Penelope move towards the  scene of Odysseus* I th a c an
r e tu r n  o r  Pandosto and h i s  d au g h te r  l i v e  t h e i r  l i v e s  s e p a r a te ly  u n t i l
they  a re  u n i t e d  again  i n  Bohemia. F urtherm ore , d i f f e r e n t  s t r a n d s  may
work to g e th e r  i f  th e  s ep a ra te  c h a r a c te r s  a re  possessed  hy a lo n g in g
f o r  one a n o th e r ,  i f  a  fo r c e  o f  m utual love  guides them even when they  
373a re  s e p a ra te d .  And long  b e fo re  i t  was adapted  f o r  the  s tag e  the  
genre of romance has  c o n ta in ed  w i th in  i t  s t ro n g  v e in s  o f  t h e a t r i c a l i t y .  
One remembers Odysseus o r  A po llon ius  showing o f f  t h e i r  s k i l l s  w ith  the  
l y r e ,  o r  Theagnes perform ing  h i s  so m ersau lt in g  t r i c k s  on th e  backs of 
b u l l s  in  the  A e th io p ic a .
S h a k e sp e a re 's  im m edia te 'source  romances a re  r e l a t i v e l y  s h o r t  
compared to  works l i k e  the  Odyssey and the  A e th io p ic a , t h o u ^  they  
s t i l l  c o n ta in  th e  c h a r a c t e r i s t i c  romance co m p le x i t ie s  o f  n a r r a t i v e  
d i v e r s i t y  and th em a tic  in te rm in g l in g ,  of b u i ld in g  upon succeed ing  
in s ta lm e n t s  and fo l lo w in g  one t h r i l l i n g  adventure  w ith  a n o th e r  one 
of a d i f f e r e n t  k in d .  A le n g th y  romance would p re se n t  a p la y / . r ig h t  
v/ith s p e c ia l  problem s. Ke would have to  c u t  o f f  one s e c t io n  o f the  
long  work and emphasize t h a t ,  as  n o ted  e a r l i e r  w ith  Thomas Hughes* 
mismanagement o f  th e  A r th u r ian  romances in  The M isfo rtu n es  o f  A r th u r ; 
o r  he cou ld  e x t r a c t  c e r t a i n  n a r r a t i v e  v e in s  and emphasize them, as  
n o ted  w ith  John B ay 's  d i s t o r t i o n  of S id n e y 's  A rcad ia  in  The I s l e  of 
G u l ls . And he might even a ttem pt to  condense a le n g th y  work of 
romance, w ith  most of i t s  e s s e n t i a l  i n g r e d ie n t s  i n t a c t ,  i n to  a  p la y ,
" This p o in t  of mutual love as  a gu id ing  and u n i fy in g  fo rc e  in  
S h a k e sp e a re 's  romances w i l l  be developed f u r t h e r  in  Chapter V II I  of 
t h i s  s tu d y .
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as  we saw w ith  Robert Greene’ s con fus ing  b u t  e n t e r t a i n in g  The H is to ry  
of Orlando F u r io s o . A long  romance, be i t  i n  prose o r  p o e try ,  i s  l i k e  
a v a s t ,  un tended  s t r e t c h  of o rg an ic  r i c h e s ,  grown th ic k  w ith  a l l  
manner of competing form s. I t  i s  much l e s s  b e w ild e r in g  and p re s e n ts  
f a r  few er problems f o r  convers ion  i f  a p layw righ t ad ap ts  h i s  romance 
•dramas, a s  Shakespeare d id ,  from r e l a t i v e l y  concise  o r i g i n a l s .
In  S h a k e sp e a re 's  romances th e re  a re  scenes which a re  l i k e  w e l l -  
d e f in e d ,  s e l f - e n c lo s e d  moral " s t i l l s "  -  l i t t l e  p ro v e rb ia l  p i c t u r e s .  
P e r i c l e s  i s  overloaded  w ith  t h i s  k in d  of s t a t i c  dram aturgy, which 
Shakespeare t r i e s  to  coun terba lance  w ith  the  f l u i d  metaphor of th e  
sea .  (Examples o f m ora l, p ro v e rb ia l  " s t i l l s "  in  S h ak e sp e a re 's  o th e r  
romances would be Cym. I . i v . , the  wager scene; Y/int. I V . i v . , th e  s p r in g -  
w in te r  b a lan ce  between youth  and age; T p . I V . i i i . , the  judgement scene 
of th e  " th re e  men o f  s i n " . )  The romance o f  P e r i c l e s  has  a p iece  by 
p iece  s t r u c t u r i n g  which g ives  i t  a s p e c ia l  k in d  o f r ic h n e s s  -  b u t  
p robab ly  makes i t  e s p e c i a l l y  d i f f i c u l t  to  perform w ithou t im press ing  
an aud ience  wdth a choppy n a r r a t i v e  (a l th o u g h  t h i s  i s  perhaps an 
in te n d e d  "sea  f e e l i n g " ) .  Act a f t e r  Act P ro fe s s o r  Gower e n t e r s  on 
s tag e  to  t e a c h  us  our l e s s o n s ,  to  u n d e r l in e  the  moral meaning of th e  
v a r io u s  ta b le a u x  in  case we m issed them. In  connec tion  w ith  
S h a k e sp e a re 's  so u rc e s ,  one reason  f o r  t h i s  s t i f f n e s s  would be the  
d i f f i c u l t y  in v o lv ed  in  o rd e r in g  the  he terogeneous m a te r ia l  o f  which 
romance i s  c h a r a c t e r i s t i c a l l y  formed. Shakespeare was working 
towards a  s t r i c t  o rd e r in g  o f  romance d i v e r s i t y  and perhaps o v e r s t r e s s e d  
t h i s  o rd e r in g  in  h i s  e a r l i e s t  d ram atic  e f f o r t  a t  romance.
I n s p i r e d  by h i s  source m a te r i a l s ,  S h ak esp ea re 's  romances a re  made 
up of an e x t r a o r d i n a r i l y  d iv e rse  melange of c h a r a c te r s ,  i n c id e n t s ,  
and s p e c ta c le s .  (Examples o f  t h i s  k in d  o f melange would be e v id e n t  
in  Cymbeline by the  time the  p lo t  i s  com plicated  w ith  the  appearance of
D88)
P o s t  humus' p a re n ts  and J u p i t e r  in  Cym.V .iv ;  in  The W in te r 's  Tale by 
the  time A utolycus i s  o u tw i t t in g  the  Clown in  T i n t . I V . i i i . ; in  The 
Tempest by the  time Caliban and T rincu lo  a re  huddled to g e th e r  under 
the  same gaberd ine  in  T p . I I . i i . )  The c h a r a c te r  i n t e r a c t i o n  i s  o f te n  
so com plica ted  t h a t  a s to ry  l i n e  may appear to  be te m p o ra r i ly  f o r ­
g o t te n .  Yet Shakespeare c o o rd in a ted  h i s  m ixture  o f  d iv e rse  source 
m a te r i a l s  by fo c u s in g  audience a t t e n t i o n  on one f ig u r e  o r  one 
c o n s i s t e n t  s e t  o f  f i g u r e s  around whom th e  busy romance melange 
re v o lv e s .  From h i s  sou rces  he d e r iv e d  the  id e a  th a t  a romance should  
p re se n t  a show of s t y l e s  and p la c e s .  Thus e i t h e r  l i t e r a l l y  o r  
p s y c h o lo g ic a l ly  v a s t  expanses a re  t r a v e l l e d  from one scene to  the  
n ex t in  h i s  romance dramas, and a t  t im es the  i n c o n g r u i t i e s  o f  t h i s  
sudden s h i f t i n g  can on ly  be r e c o n c i le d  by the  audience w ith  wonder 
and as ton ishm ent -  as  when a young v i r g i n  suddenly f in d s  h e r s e l f  
l i v i n g  in  the  r a n k e s t  o f  whore houses and s t i l l  m a in ta in s  h e r  
v i r g i n i t y ,  o r  when a sober o ld  p o l i t i c a l  a d v is e r  i s  c o u n se l le d  w ith  
m usic , song, and dream by a t r i c k s y  s p i r i t .  From h i s  sou rces  
Shakespeare c r e a te d  fo u r  d i s t i n c t  dram atic  s t r u c tu r e s  -which demand 
an ex trem ely  a g i l e  and open-minded audience im ag in a tio n ,  a  form o f 
drama which demands a c to r s  p lay in g  in  and ou t o f  ve ry  sudden s h i f t s  
of l i t e r a l  and p sy ch o lo g ica l  lo c a t io n .
The p l o t s  which Shakespeare c r e a te d  from h is  sources  a re  always 
concerned w ith  a world  of r a p id  l o s s  and g a in .  The p r o ta g o n is t s  may 
s u f f e r  shipwreck and l o s s ,  d rag  them selves ha lf-d row ned  out o f  the  
ocean in  one scene and then  walk m e r r i ly  a c ro ss  the  s tag e  in  a 
wedding f e a s t  a few scenes l a t e r  ( a s  w ith  P e r i c l e s ) .  As F erd inand  say s ,  
"though the  seas  th r e a t e n ,  they  are  m e rc ifu l"  ( T n . V . i . l j S ) . The p lo t s  
a re  b u i l t  to  provide  a v e ry  l i v e l y  fo'N hours  in  the  t h e a t r e .  Yet the  
ga in  i s  sometimes so r a p id ,  th e  r e ju v e n a t io n  so sudden, t h a t  one 
cannot h e lp  b u t  th in k  a t  t im es t h a t  one i s  only  w atching a f i c t i o n .
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th e se  romances cou ld  only  he im i ta te d  l i f e  and no t a c tu a l  l i f e  . This ' 
u n d e rc u t t in g  p o in t  i s  emphasised in  many ways, the  most t y p i c a l  of 
which i s  a c t u a l l y  r e f e r r i n g  to  the  s to ry  and i t s  wonders as  those  
which could  on ly  happen in  a t a l l  t a l e ,  a s  when th e  second Gentleman 
says i n  ïïie W in te r 's  Tale t h a t  what i s  happening i s  "so l i k e  an o ld  
t a l e  t h a t  the  v e r i t y  of i t  i s  in  s t ro n g  su sp ic io n "  ( Wint. V . i i , 2 6 -2 3 ,) .
S h a k e sp e a re 's  romances a lso  converted  h i s  source m a te r i a l s  in to
dramas w ith  a dominant theme of re ju v e n a t io n  which develop  by means of
a n a r r a t i v e  rhythm of sav ing  g race . Gower’ s and Tw ine 's  r e n d e r in g s  of
the  A po llon ius  o f  Tyre legend c e r t a i n l y  seems to  be an im portan t 
374f a c t o r  h e re .  The n a r r a t i v e  p a t t e r n  i s  ve ry  s im i la r :  l i f e  i s  renewed 
by g e n e ra t io n  a f t e r  g e n e ra t io n ,  the  waning v i t a l i t y  o f  p a re n ts  i s  
renewed by the  waxing v i t a l i t y  of t h e i r  c h i ld re n .  The c r i s i s  of d ea th  
i s  more o f te n  ap p aren t  than r e a l .  Death i s  pu t o f f  u n t i l  tomorrow.
And even th e  p r o ta g o n is t s  who do "d ie "  only do so w ith  "no danger 
in  what show of d ea th"  i s  made, t h e i r  d ea th  i s  no "more than  the  
lo c k in g  up the  s p i r i t s  a t im e , /  To be more f r e s h ,  r e v iv in g "  ( C ^ . I .  
v . 4 0 - 4 2 ) . The p l o t s  in  these  romances a re  so concerned w i th .
374 This p o in t  about themes o f  re ju v e n a t io n  and grace has been one 
main p o in t  made about the  romances s ince  the  Second World War, a p o in t  
which i s  o f te n  made w ith  reg a rd  to  a c y c l i c a l  conception  o f time ( a l l  
of l i f e  p a sses  through  i t s  seasons) and the  concept of c r i s i s  (which 
comes and goes, y e t  w i l l ’come aga in )  in  S h a k esp ea re 's  romances. A 
u s e f u l  summary of t h i s  approach i s  to  be found in  "The S t ru c tu re  of 
The L as t  P la y s ,"  by C l i f f o r d  Leech in  Shakespeare Survey 11 , ed . A. 
H ic o l l  (Cambridge: U n iv e rs i ty  P r e s s ,  1958), p p .19-30.
Two n o ta b le  excep tions  here  among the  p ro ta g o n is t s  of the  romances 
a re  M am illius  and Lord Antigonus in  T ^  W in te r 's  T a le . The d ea th  and 
r e v iv a l  theme has  l e d  to  two schoo ls  of though t,  those  who i n t e r p r e t  the  
romances as Shakespeare working ou t a scheme of C h r is t ia n  th eo lo g y , an 
a t t i t u d e  t y p i f i e d  by C .L .B e th e l l 's  Th@ Ydn t e r ' s  T a le : A Study (London: 
S ta p le s  P r e s s ,  1947), and G.Wilson K n ig h t 's  Shakespeare & n e l i a i on 
(P r in c e to n :  U n iv e r s i ty  P r e s s ,1966; the  o th e r  school f i n a s  a s t ro n g ly  
r i t u a l i s t i c  p a t t e r n in g  of m a te r i a l ,  f o r  which see : H.Hapgood's 
"Shakespeare & the  R i t u a l i s t s , "  in  Shakespoare Survey  15, 1 962 ,p p .111- 
124, and H .U e is in g e r ,  "Myth & R i tu a l  Approaches," The Shakosceare 
n e w s l e t t e r , A p r i l -h a y ,  1964, p p .23-29.
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m a in ta in in g  a f l u c t u a t i n g  rhythm t h a t  c h a r a c te r s  appear to  he n e g le c t ­
ed a t  tim es f o r  the  sake o f m a in ta in in g  t h i s  rhythm. A sign  o f t h i s  
in  a l l  o f  S h ak e sp e a re 's  romances would he the  way in  which Shakespeare 
c o n c e n tra te s  on develop ing  an i n t r i c a t e  p lo t  a t  the  r i s k  o f  f o r f e i t i n g  
the  development o f  p sy ch o lo g ica l  depth  in^ h i s  c h a r a c te r s ,  A rhythm of 
ap p aren t  d e a th  and sudden re ju v e n a t io n  was p a r t  o f  most of S h ak e sp e a re 's  
romance sou rces  a s  w e ll  a s  b e ing  e lem ents  which ex tend  back to  the  
e a r l i e s t  examples of the  form, as w ith  Odysseus b e in g  washed up naked 
on F haec ia  and b e in g  "reborn"  w ith  the  a id  of H ausicaa.
An a d d i t i o n a l  f e a tu r e  o f  S h ak esp ea re 's  romances i s  th e  e s p e c i a l l y  
r i c h  t e x tu r e  o f  h i s  dram atic  language, a q u a l i t y  which John Banby 
d e sc r ib e d  w ell  when he wrote t h a t :
S h a k e sp e a re 's  l a t e  v e rse  i s , . . a  f r i a b l e  th in g .  I t s  
au ra  of su g g es tio n  i s  shadowier than can be t a b u la te d  
in  term s o f pun, o r  am biguity , o r  m u l t ip le  meaning.
I t  i s  r e a l l y  an expansion of meaning beyond th a t  which 
i s  im m ediate ly  r e le v a n t  o r  r e q u i re d ,  a co n s ta n t  
qu icken ing  o f  the  l i s t e n e r  to  have f e e l i n g s  im m ediate ly  
a v a i l a b l e ,  and a co n s ta n t  sudden o v e rd ra f t  o f  th e s e .
This q u a l i t y  of language i s  q u i te  unusual in  S h ak esp ea re 's  sources  f o r  
h i s  romances, a l th o u g h  A rth u r  G o ld in g 's  use  of language in  h i s  t r a n s ­
l a t i o n  of C v id '8 Metamorphoses  possess  a m a rv e llo u s ly  sensuous and 
su g g es t iv e  q u a l i t y ,  w hile  the  p a r t s  of Gower's Confessio  Amantis which 
Shakespeare u sed  p o sse ss  a h au n tin g  s im p l ic i ty .
S h a k e sp e a re 's  use  o f  language in  h i s  romances can even be 
in co n g ro u s ly  r i c h ,  as  i f  the  i n t r u s i o n  of b e a u t i f u l  v e r s e s  was some­
th in g  beyond the  p la y w r ig h t 's  c o n t r o l ;  a s  when uncouth  C loten 
serenades  Imogen w ith  the  d e l i c a t e  "Hark, ha rk , the  l a r k  a t  h e av e n 's  
gate  s in g s"  ( C y m . I I . i i i . i 9f . ) .  This in c o n g ru i ty  ex tends  to  i n s e r t i n g  
a k in d  o f l i n g u i s t i c  beau ty  which th r e a te n s  to  dominate over meaning.
376 John Banby, P oets  on F ortune' s H i l l , op . c i t . , p .94*
i m )
F o r i n s t a n c e ,  what i s  one to  imagine when A r ie l  i n v i t e s  F erd inand  to :
Come un to  th e se  yellow  sands,
And then  take  hands;
C u r ts ie d  when you have and k i s s ' d ,
The w ild waves w h is t  ■ ?
(I%\I.ii .375-378)3'7A
Yet the  f i n e  v e rb a l  t e x tu re  i s  i n t e ^ a l  to  the  em otional r ic h n e s s  
and d e l ic a c y  of much o f Shakespeare’ s romances: scenes o f  a c t io n  where 
to  d ie  i s  to  be c a s t  i n to  "humming w ater"  and l i e  "w ith  simple s h e l l s "
( P e r . I I I . i . 63- 64) ;  scenes o f  "death"  in  which the  v i r tu o u s  do n o t  d ie  
and m an 's  d e p a r tu re  from l i f e  i s  spoken of as  k in d ly  and g e n t le  because 
then  one w i l l  " f e a r  no more the  h e a t  o ' th* sun /  Hor the  f u r io u s  
w i n t e r ' s  ra g e s"  ( Cym. I V . i i . 259-260), and e x a l t e d  scenes in  which when 
heaven i s  f i n a l l y  p e rce iv ed  i t  i s  r e f e r r e d  to  a s  "marble pavement"
( Cym.V . iv .1 1 9 ) . I t  i s  as  i f  the  playi.vright were t r y i n g  to  hypno tize  
the  audience by h az in g  over the  p lay  w ith  a f i l t e r  of d e l i c a t e  
language , "sounds and sweet a i r s  t h a t  give d e l ig h t "  ( T p . I I I . i i . i 3i)>  
to  c r e a te  a  p lace  on s tage  where " the  c l im a te 's  d e l i c a t e ,  / a n d /  the  
a i r  /c a n  b e /  most sweet" ( Wint. I I I . i . l  ),87TB
U nlike  most of h i s  source m a te r i a l s ,  S h ak e sp e a re 's  romances la ck  
a* sense of r e a l  p la ce  -  a lthough  the  awareness of time i s  s t r i k i n g .
Some c r i t i c s ,  b e g in n in g  w ith  Ben Jonson, have rega rded  t h i s  la c k  o f  a 
l o c a t io n  i n  th e  r e a l  world as  n e g a t iv e  and i t  i s  o f te n  l a b e l l e d  in  
term s o f the  sea c o a s t  o f  Bohemia syndrome, where Shakespeare speaks of 
p la c e s  t h a t  cannot nor ev er  w i l l  e x i s t .  But t h i s  q u a l i t y  i s  t r u e  to  
the  b e s t  examples o f  th e  romance gen re , in  which the  romance a u th o r
Although, a s  A llen  n o ted , the  sense may be: to  k i s s  the 
waves i n to  hushed s t i l l n e s s  as  one would k i s s  a dancing  p a r tn e r  in  
the  immediate p re lude  to  the  dance -  and " th e reb y  h u s h . . . t h e  n o isy  
Y/aves in to  a t t e n t i o n . "  See the  note  on t h i s  l i n e  in  A. Schmidt, 
Shakespeare L ex icon , o n .c i t . , V o l . I I ,  p . 1433*
377b o rd e r  n o t  to  m is lead , one should p o in t  out here  t h a t  th e re  
are  o th e r  ty p es  o f  language , to o ,  in  th e se  p lays  -  such as  in  
L eon tes ' j e a lo u s  im agin ings in  h i n t .  I . i i .
( 192)
o f f e r s  " t o t a l l y  imagined id io s y n c r a t i c  worlds which we can in h a b i t
com ple te ly  w hile  we read"  the  romance or watch i t  b e i n g  perform ed.
The g r e a t e s t  rom ance w o r ld s  i n  l i t e r a t u r e  a r e  u n i q u e ,  s e l f - e n c l o s e d ,
and s e l f ~ d e f in in g  p la c e s  which would c o n s i s t e n t ly  b ew ild e r  u s  i f  we
d id  n o t  g ive  up our reason  and im ag ina tion  to  t h e i r  unique s p a t i a l ,
379m ora l,  and tem poral r u l e s . ^  This sense of disengagement from 
mundane r e a l i t y  i s  accomplished in  d i f f e r e n t  ways in  S h ak e sp e a re 's  
romances, b u t  the  u s u a l  method i s  by dev ices  which a re  common 
p ro p e r ty  i n  S h a k e sp e a re 's  sources : the  use o f  anachronism s, odd 
p ro p e r  names, by p la c in g  a s tro n g  n a rra t iv e em p h a s is  on d i s l o c a t i n g  
q u a l i t i e s  such as  memories, dreams, and long d e s c r ip t i o n s  of a r t  works 
o r  f o r e ig n  c o u n t r i e s ,  by acc e p t in g  heaven and heavenly  th in g s  as  
t h e a t r i c a l  p ro p e r ty ,  and by u s in g  a l i v e l y  p r o je c t io n  of a c t io n  in to  
the  f u tu r e  th rough  f u l f i l l e d  prophecy.
Another elem ent which i s  v i r t u a l l y  ex c lu s iv e  to  S h ak e sp e a re 's  
romances, a fo r c e  which in  th e  source m a te r ia l  i s  s t ro n g  only  in  
Gower's v e r s io n  o f the  A po llon ius  o f  Tyre legend and which Shakespeare 
u ses  a s  an e v e r -p re s e n t  f a c t o r  in  the  t h e a t r i c a l  c o n t in u i ty  of h i s  
romances i s  th e  power and cohesive s t r e n g th  o f i n t u i t i o n .  .By 
i n t u i t i o n  I  mean no more than  P a s c a l ' s  d e f i n i t i o n  o f  t h i s  e x q u i s i t e  
power: " i n t u i t i o n . . .whose p r i n c i p l e s . . .can  h a rd ly  be see n ,"  t h a t  
power which causes  a th in g  to  "be seen a l l  a t  once, a t  a g la n ce ,  and
G i l l i a n  B eer ,  The Romance, o p .c i t . , p .78. Cf. a lso  C o le r id g e 's  
remark t h a t  romance drama i s  a " sp e c ie s  of drama which owes no 
a l l e g ia n c e  to  time o r  space , and in  which, t h e r e f o r e ,  e r r o r s  of 
chronology and g eography .. .a re  v e n ia l  f a u l t s ,  and count f o r  n o th in g ,"  
See: S.T . C ole ridge ,"  The Tempest -  L e c tu re s ,"  in  Shake suearean 
Cr i t i c i s m  -  a, se l .ec tion  — 1623-184G e d t .  & i n t r .  oy D.H. Smith 
{London: Oxford U. P re s s ,  1973)*
Which i s  a n o th e r  reason  why one of the  modern day i n h e r i t o r s  o f  
the  romance form i s  niodern fa n ta s y  o r  sc ien ce  f i c t i o n  l i t e r a t u r e ,  
o r i g i n a l l y  c a l l e d  " s c i e n t i f i c  romance" in  the time o f J u l e s  Verne. See: 
M, A l lo t t e  de l a  Faye, J u l e s  Verne (New York: Coward ;..cCann,1956)»
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n o t  a s  a  r e s u l t  o f  p ro g res s iv e  re a so n in g ." ^  Each of S h a k e sp e a re 's  
romances works to  a g re a t  degree upon our immediate app rehens ion , 
u n t i l  w ith  The Tempest we f in d  o u rse lv e s  having r e a l i z a t i o n s ,  as  w ith  
P rosperous  i d e n t i t y  as p la y w rig h t ,  Duke, and a c to r ,  w ithou t a c t u a l l y  
th in k in g  out our r e c o g n i t io n s .  The g r e a t 'u s e  of s p e c ta c le  a lso  
a m p l i f ie s  th e  i n t u i t i v e  co n ten t  of th e se  p la y s .
I n t u i t i v e  f o r c e s  a re  a t  work b eg inn ing  w ith  the  f i r s t  scene of 
P e r i c l e s , when P e r i c l e s  co n fro n ts  the  prim al crime of i n c e s t .  The 
hero  im m edia te ly  re c o g n ize s  h i s  i m p l i c i t  sh a re ,  and m ankind 's  
i m p l i c i t  s h a re ,  in  t h i s  crim e, say ing  " a l l  love the  womb t h a t  t h e i r  
f i r s t  b e in g  bred'* ( P e r . I . i . 107). This conclus ion  i s  n o t rea soned  o u t .  
I t  i s  s t a t e d  a s  a sudden comprehension o f  what i s  t r u e .  P e r i c l e s  
sees  in  a f l a s h  what o th e r s  could  no t reason  out even though t h e i r  
l i v e s  depended on i t .  The p lay  i s  a l s o  f i l l e d  w ith  exemples of 
un reasoned , p r o v e r b ia l  t r u t h s ,  such as  the  examples of v i r t u e  
tr ium phing  over e v i l  (M arina v e rsu s  Dionyza, Marina v e rsu s  the  Bawd 
and B o u l t ) ,  and th e  p re s e rv a t iv e  power in  the  bond of t ru e  
f r i e n d s h ip  (E e l ic a n u s  and P e r i c l e s ) . '
With Cymbeline i n t u i t i o n  s te p s  beyond the  proverb and maxim 
l e v e l  as  the  p lay w rig h t  b e g in s  to  p lay  more e f f e c t i v e l y  on the  
a u d ie n c e 's  a b i l i t y  to  p e rce iv e  the  p lay  through  thé  em otions, as  
o n e 's  r a t i o n a l l y  unw arran ted  f a i t h  in  Posthumus i s  b o m  ou t o r  a 
b e l i e f  t h a t  someone l i k e  Imogen and h e r  b r o th e r s  must f in d  t h e i r  way 
proves to  be t r u e .  The W in te r 's  Ts.le i s  so d a r in g  w ith  the  way in  
which i t  p la y s  on our i n t u i t i o n  t h a t  i t  i s  v i r t u a l l y  m iracu lo u s ,  
vd th  L e o n te 's  sudden je a lo u sy  and H erm ione 's  s ta tu esq u e  r e t u r n .  Both 
of th e se  a c t io n s  make ve ry  l i t t l e  r a t i o n a l  sense and to  see them as
rb n sees  (London: Penguin Books, I 966) ,  t r a n s .  A .J .K ra i l sn o im e r ,  
p. 211, Pensee 1.
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g e n u in e  one m ust  know t h e y  a r e  g e n u in e  w i t h o u t  l o g i c a l  c a u s e .  F i n a l l y ,  
The Tem pest w orks  an d  s p a r k l e s  b e c a u s e  o f  i n t u i t i o n ,  b e c a u s e  v/e 
r e c o g n i z e  s o m e th in g  we do Icnow and  c a n n o t  l o g i c a l l y  n o m in a te  i n  A r i e l ,  
C a l i b a n ,  P r o s p e r o  an d  M ira n d a .  ^
(195)
VI S h a k e sp e a re 's  Use of The Romance S t ru c tu re
In  the  f i r s t  two c h a p te rs  of t h i s  s tudy  the  su gges tion  was made 
t h a t  romance i s  the  supreme example of a l i t e r a r y  genre which ach iev es  
u n i ty  in  m u l t i p l i c i t y ,  t h a t  romance i s  a l i t e r a r y  m u lt iv e rs e  in  which 
th e re  appears  to  he an "absence o f  o rd e r  o r  of a s in g le  r u l i n g  and
381gu id in g  power," This su g g es tio n  came a f t e r  rev iew ing  the  e leven  
d i f f e r e n t  id e a s  of the  p r in c ip a l  fu n c t io n  and the  e s s e n t i a l  n a tu re  of 
the  genre o f  romance. Homer's Odyssey was then  ana lysed  as th e  a rc h e ­
type o f  the  romance form of l i t e r a t u r e ,  w ith  the  r e s u l t i n g  co nc lus ion  
th a t  a  romance n a r r a t i v e  p r o je c t s  a disharm onious v i s io n  of l i f e  which 
i s  n e v e r th e le s s  o rd e red  w ith in  a r t i s t i c  u n i ty .  A l i t e r a r y  m u l t iv e r s e ,  
a " t o t a l i t y  o f  th in g s  and f o r c e s . . . / w h i c h  appears  to  b e /  d i s p a r a te  and
382la c k in g  in  u l t im a te  u n i t y , "  was the  fundamental c h a r a c t e r i s t i c  o f  
the  romance form -  w ith  the  im portan t p rov iso  th a t  the  romance s t r u c tu r e  
only  appears  to  be la c k in g  in  u n i t y .  I t  i s  a l i t e r a r y  form of 
c a l c u la te d  u n c e r t a in t y ,  a k in d  of a r t i f i c i a l  d isso n an ce .  Even when one 
r e r e a d s . a  romance one i s  s t ru c k  by an experience  of s u r p r i s in g  
d isso n an ce .  The a u d ie n c e 's  exper ience  o f  a romance i s  l i k e  ta k in g  
p a r t  i n  a g u ess in g  game which the  c r e a t o r  of th e  game has made to  
o u tw it  everybody and, a t  the  same tim e , le a d  the  game forw ard .
D i f f e r e n t  a u th o rs  c o n tro l  t h i s  m u lt iv e rse  in  d i f f e r e n t  ways.
Homer e s t a b l i s h e d  a number o f  the  most im portan t romance conven tions  in  
the  Odyssey, and th e se  conventions  -  rang ing  from the  use  of m arve l,  
r i s k  and tr ium phan t adventure  to  the  use  of d i s t in g u i s h in g  tokens  and
A Supplement  _To The Oxford E n g lish  D ic t io n a r y , V o l . I I  H-H 
(Oxford: Clarendon P r e ss ,  1976j ,p . lO o 9 ,  d e f i n i t i o n  o f  "m ultiverse" .
382 W ebster 's  Third Hew I n te r n a t io n a l  D ic t io n a ry  o f  The E n g l ish  
Lan gu a ,ge U n ab r i  d .oe d , V o l . I I  ( b p r in g i i e ld ,  L ass .  : G.&. C.Lerriam C o.,  
1971 p. T48 Üi" do'f i n i t i o n  o f  "m ultiverse" .
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a f i n a l  reun ion  scene -  were l i s t e d  a t  the  beg inn ing  of th e  second 
c h a p t e r . H o w e v e r ,  the  two most im portan t c o n t r ib u t io n s  to  th e  
romance genre which Horner made were, f i r s t ,  to  e s t a b l i s h  the  im portance 
of the  q u e s t in g  f ig u r e  in  Odysseus, t h a t  a l l u s iv e  th re a d  which b in d s  
a l l  romance, and secondly  to  e s t a b l i s h  romance as  the  t r a v e l l e r ' s  way 
of s e l f - d i s c o v e r y ,  a s  t h a t  form of l i t e r a t u r e  in  which the  p r o t a g o n i s t s  
d isc o v e r  t h e i r  oxm i d e n t i t y  in  o p p o s i t io n  to  su rroundings  which a re  
f o r e ig n  to  them.
The c r u c i a l  changes brought about by the  H e l l e n i s t i c  romances 
( a f t e r  c e n tu r i e s  in  which the  genre o f  romance was g e s t a t i n g  in  l y r i c  
p o e try ,  h i s t o r y ,  drama, and v a r io u s  o th e r  forms of ep ic  and prose 
l i t e r a t u r e ) ,  were to  c o n ta in  the  Odyssean en d le ss  q uest  theme, s h i f t  
the  n a r r a t i v e  emphasis to  a young coup le , and to  in c re a s e  the  sense of 
t h e a t r i c a l i t y  in  th e  genre -  to  c r e a t e ,  in  i t s  worst exam ples, a  
l i t e r a t u r e  o f  s e n s a t io n a l ism  and s h o c k - e f f e c t s ,  and o f f e r ,  in  i t s  b e s t  
exam ples ,a  l i t e r a t u r e  which id e a l i z e d  the  sen tim ent of " t ru e  love"  
b a lan ced  a g a in s t  examples of moral c o r ru p t io n .
In  the  two i n f l u e n t i a l  examples o f romance which v/e examined 
from th e  m edieval and c o n t in e n ta l  re n a is sa n ce  p e r io d s ,  we sav/ romance 
brough t once again  to  the  l e v e l  o f  l i t e r a r y  e x ce llen ce  which i t  had 
known w ith  Homer's O dyssey  -  and again  the  d i f f e r e n t  a u th o rs  c o n t r o l l e d  
t h e i r  romance w orlds in  d i f f e r e n t  ways. In  Morte D 'A rthur S i r  Thomas 
Malory p re se n te d  u s  w ith  an a l t e r n a t e l y  b r i l l i a n t  and b rood ing , 
d e l i c a t e  and manly c r e a t io n  of romance. His p r o ta g o n is t s  were bound 
to g e th e r  by i d e a l s  o f  love and j u s t i c e ,  s p l i t  a p a r t  by sheer  e v i l  and 
the  " h ea r t-ac h e  and the  thousand n a tu r a l  shocks /  That f l e s h  i s  h e i r  
to "  ( l-Iml. I I I . i . 62- 63) .  In  bo th  M alo ry 's  work and in  A r i o s t o ' s  Orlando
For more on th e se  d ev ices  see the  l i s t  on pp. 14-15 t h i s  s tu d y , 
in  which th e  fo u r te e n  most r e c u r r e n t  romance conventions a re  g iven .
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F u r i o s o  t h e  m u l t i v e r s e  was woven t o g e t h e r  h y  means o f  t h e  t e c h n i q u e  o f  
e n t r e l a c e m e n t  ( p r e v i o u s l y  n o t e d  i n  H om er 's  O dyssey  a s  t h e  t e c h n i q u e  o f  
u p h a i n o , o r  a  "woven" n a r r a t i v e ) ,  A r i o s t o  expanded  th e  r o l e  o f  t h e  
n a r r a t o r  and  a t  t h e  same t im e  h e ig h t e n e d  t h e  e m o t io n a l  an d  p s y c h o l o g i c a l  
c o m p le x i ty  o f  h i s  rom ance w i t h  a  com bined  p s e  o f  l y r i c i s m  an d  i r o n y .
The e x a m p les  w h ich  were s t u d i e d  o f  t h e  a d a p t a t i o n  o f  rom ance t o  
t h e  E n g l i s h  s t a g e  b e f o r e  S h a k e s p e a re  and  t h e  n a t u r e  o f  romance i n  
S h a k e s p e a r e ' s  s o u r c e  m a t e r i a l s  f o r  h i s  d r a m a t i c  ro m ances  a r e  h o p e f u l l y  
f r e s h  enough  i n  o u r  m inds  so t h a t  t h e y  do n o t  n e e d  r e v i e w i n g  a t  t h i s  
p o i n t .  VJhat I  w ou ld  l i k e  t o  do now i s  t o  exam ine S h a k e s p e a r e ' s  u s e  o f  
t h e  e l e v e n  d i f f e r e n t  c o n c e p t io n s  o f  romance o f f e r e d  i n  t h e  f i r s t  c h a p ­
t e r  o f  t h i s  s t u d y ,  a n a l y s e  t h e  m eth o d s  S h a k e s p e a re  u s e d  t o  a r r a n g e  h i s  
d r a m a t i c  r o m a n c e s ,  and  t h e n  a n a ly s e  t h e  i n d i v i d u a l  romance s t r u c t u r e s  
o f ,  r e s p e c t i v e l y ,  P e r i c l e s , C y m b e lin e , The W i n t e r ' s  T a l e , an d  The 
T e m p es t . F o r  t h e  moment, O dyssean  a n a l o g i e s  v / i th  S h a k e s p e a r e ' s  
ro m an ces  w i l l  be  k e p t  i n  t h e  b a c k g ro u n d  and t h e y  w i l l  be  e x p lo r e d  i n  
g r e a t e r  d e p th  i n  t h e  n e x t  c h a p t e r .
The f i r s t  i d e a  o f  rom ance a s  the. b a s i c  s p i r i t  o f  a l l  s t o r y  t e l l i n g ,  
v / i th  t h e  e m p h a s is  on s h e e r  c r e a t i v i t y ,  can  b e  fo u n d  th r o u g h o u t  
S h a k e s p e a r e ' s  ro m a n c es  i n  t h e  v/ay he  s t r e s s e s  t h e  r o l e  o f  t h e  c r e a t i v e  
i m a g i n a t i o n  i n  t h e s e  p l a y s .  To b e g i n  w i t h ,  t h e r e  i s  S h a k e s p e a r e ' s  u s e  
o f  t h e  a u t h o r i a l  o r  n a r r a t o r  f i g u r e  -  t h a t  c h a r a c t e r i s t i c  rom ance e le m e n t  
w hich  w orks  f ro m  w i t h i n  h i s  d r a m a t i c  rom ances  t o  h e l p  s p in  o u t  t h e  t a l e ,  
a s  i f  h i s  rom ances  w ere  a t  t im e s  s t o r i e s  a b o u t  s t o r y - t e l l i n g .  I n  
P e r i c l e s  t h e  dram a f o c u s e s  t h e  a u d i e n c e ’ s  a t t e n t i o n  on th e  u s e  o f  t h e  
n a r r a t i v e  a r t  e v e r y  t im e  John  Gower e n t e r s  i n t o  t h e  p l a y ,  t h e  a c t i o n  
s t o p s ,  an d  one m ust c o n s i d e r  t h e  t e l l e r  o f  t a l e s  who i s  s p i n n i n g  o u t  
t h e  rom ance o f  P e r i c l e s '  l i f e .  T h is  d e v ic e  c o n t i n u e s  i n  C ym beline  w i th  
th e  s u g g e s t i o n  t h a t  P o s th u m u s ' s t o r y  i s  a  s c e n e  b y  s c e n e ,  s o r ro w  b y  
s o rro w  f a b r i c a t i o n  spun o u t  b y  a  J u p i t e r  v/ho l o v e s  P o s th u m u s ,  an
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elem ent in  Cymbeline which i s  r e in fo r c e d  by the  b o o k - l ik e  p ro p h e t ic  
t a b l e t  which J u p i t e r  le a v e s  beh ind  and the gu id ing  f ig u r e  of the  
S oo thsayer -  a l th o u g h  th e  audience i s  no t aware of t h i s  d iv in e  guidance 
u n t i l  J u p i t e r  appears  l a t e  in  the  p lay  ( Cym. V . i v . 2 9 -1 1 ]) .  V.'hile in  
The Winter* s Tale the  emphasis on im ag ina tive  c r e a t i v i t y  i s  f i r s t  
ex p ressed  in  the  tw is te d ,  o v e r- im ag in a tiv e  rav in g s  o f  King Leontes 
a g a in s t  h i s  w ife  and o ld e s t  f r i e n d ,  then  developed in  a p ro p h e t ic  
d i r e c t i o n  w ith  th e  Delphic  O rac le ,  and c a r r i e d  through in  a s i m i l a r ly  
knowing fa s h io n  w ith  th e  n a r r a t iv e  h e lp e r  "Time, the  Chorus". And 
f i n a l l y  th e r e  i s  th e  metaphor of Prospero  d i r e c t i n g  the  p l a y 's  
c h a r a c te r s  a c ro s s  th e  m agic  i s l a n d  as  i f  he were an au th o r  o rd e r in g  
them a c ro s s  th e  s tag e  o f h i s  own im agin ings.
In  a d d i t i o n ,  th e re  a re  the  s e l f - c o n s c io u s  r e f l e c t i o n s  of the  
n a r r a t i v e  a r t  from w ith in  the  romance dramas them selves , o f te n  in  
complement to  the  r e f l e c t i o n s  on im ag ina tion . In  P e r i c l e s  John Gower 
emphasizes t h a t  we a re  audience to  an o ld  f e s t i v a l  song and t h a t  we are  
v iew ing a t a l e  o f  fa b u lo u s  ev en ts  ( P e r . I . P r o l . l - l 6 ; I V . P r o l . l 9 ; V . P r o l . 2 ) .  
In  Cymbeline th e re  i s  the  t e l l i n g  o f  . t a l e s - w i t h in - t a l e s  w ith  B e l a r i u s '  
s to r y  to  C ym beline 's  two sons about how D e la r iu s  r e c e iv e d  the  s c a r s  on 
h i s  body ( Cym. I I I . i i i . 5 4 f . ) ,  and Imogen's sp inn ing  out of h e r  f i c t i t i o u s  
s to ry  to  B e l a r i u s ,  G u iderius  and A rv iragus  in  Wales ( Cym. I V . v i . 9i ) .
In  The T i n t e r ' s Tale M am illius  s i t s  down w ith  Eermione and the  a t t e n d a n t  
L adies of h e r  c o u r t  to  " t e l l . . . a  t a l e . . . a  sad t a l e . . . f o r  w in te r , "  about 
a "man /w h o / . . .d w e lt  by a churchyard" ( T i n t . I I . i . 2 ] ,2 5 ,2 8 ,3 0 )  in  
d i s q u ie t in g  r e f l e c t i o n  of h i s  morbid f a t h e r  who has dnnnk the  g la s s  of 
l i f e  to  the  bottom "and seen the  s p id e r , "  wko knows w ell "of s p r i t e s  
and g o b l in s"  ( V/int. I I . i . 4 5 , 2 6 ) .  The second scene of The Tempest i s
In  r e l a t i o n  to .  Imogen here  one a lso  should no te  the  h e ro in e s  in  
the comedies -  J u l i a  in  The Two Gentlemen of Verona, V io la  in  Tw elfth  
Hight -  who sp in  s t o r i e s  about t h e i r  own n o n -e x is te n t  s i s t e r s .
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f i l l e d  out w ith  a  t a l e - w i th in ~ a - t a l e  as  Prospero  t e l l s  Miranda th e  
s to ry  of how th ey  came to  leave  M ilan and he l i v i n g  on an i s l a n d ,  as  
Shakespeare b e g in s  h i s  cu lm in a tin g  romance drama w ith  a t a l e  t h a t  
"would cure d e a fn ess"  ( T p . I . i i . 106).^^^
Shakespeare e x p lo re s  the  second conception  of romance as  t h a t  
form o f l i t e r a t u r e  in  which th e  im ag ina tion  i s  most l i b e r a t e d ,  w ith  the  
emphasis on subconscious  e x p re ss io n ,  beg inn ing  w ith  the id ea  t h a t  h i s  
romance dramas a re  l i k e  dreams o r  pure im agin ings. In  P e r i c l e s  
Gower tw ice  asks th e  audience to  take  what they  see on s tage  as  i f  i t  
were conce ived  p u re ly  by t h e i r  im ag ina tion  ( P e r . I I I . P r o l .  38 -6 0 ; .IV .iv .3) > 
o r ,  to  comprehend what i s  shov/n o r  spoken o f  by enhancing i t  w ith  the  
im ag ina tion  ( P e r . I V .P r o l . 1,13)* P e r i c l e s  f e e l s  t h a t  the  world of 
waking i s  confused  w ith  the  world of dreaming when he f i n a l l y  d is c o v e rs  
M arina ( P e r . V . i . l 6 0 ) , a s  in  Cymbeline Imogen confuses  the  a c tu a l  world 
about h e r  w ith  a dream world when she awakens by the  h e a d le s s  C lo ten . 
"The d ream 's  here  s t i l l , "  she says , "Even when I  wake i t  i s  /  Without 
me, a s  w i th in  ms; n o t  im a g in 'd ,  f e l t "  ( Cym. I V . i i . 307 -308 .) .  7/hile in  
the  scene in  P o s t  humus.' death  c e l l  ( Cym.V . iv ,3 0 f , ) ,  as  w ith  P e r i c l e s '
A lthough t h i s  i s  somewhat d i f f e r e n t  in  k in d  as  a f i c t i o n ,  even - 
though to  u s ,  th e  aud ience , i t  i s  experienced  as  a t a l e - w i t h i n - a - t a l e .
Added to  t h i s ,  th e re  a re  the  two e x te r n a l  f a c t o r s  r e l a t i n g  to  the  
u n d e rs tan d in g  o f romance a s  the  b a s ic  s p i r i t  of a l l  s to ry  t o l l i n g  in  
S h a k e sp e a re 's  romances: ( i )  the  u n u su a l ly  la rg e  number of d e r iv a t iv e  
c r e a t io n s  i n s p i r e d  by The Tempest; and ( i i )  as S tan ley  Wells p u ts  i t  
w ith  re g a rd  to  a l l  o f  S h ak esp ea re 's  romances, b u t  most e s p e c i a l l y  The 
Tempest: "They a re  e n te r ta in m e n ts ;  t h a t  i s  to  say , the  response  they  
demand i s  p r im a r i ly  im a g in a t iv e ."  bee: S tan ley  W ells, " I I I  Shakespeare 
& Romance," PP.49-79 in  S-u-A, _S. 8 (London: Edward Arnold, 1 9 6 6 ,rp t .  
1973) .  See a l s o  on t h i s  S.T. C o le r id g e 's  e ssay  on The Tempest, "The 
Moved and Sym pathetic  Im ag in a t io n ,"  in  which he c la im s th a t  'The Tempes t  
"ad d resses  i t s e l f  e n t i r e l y  to  the  im ag ina tive  f a c u l t y . "  See: ha-:0 epa.are
The Tempest -  A Casebook (London: Macmillan, I 968) , e d . I . J .  Palmer, 
pp. ( ^ - 66, above quote p. 62.
A concept which i s  o f te n  coupled w ith  the  most p e jo r a t iv e  
d e f i n i t i o n  of romance, ( x i ) .  For more on t h i s  see C h .l ,  p p .7 -8 ,  and 
f u r t h e r  on in  t h i s  c h a p te r ,  p. 209# .
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v i s io n  of Diana ( P e r .V .i .2 3 7  f . )  and A ntigonus ' dream o f Hermione ( Mint. 
I I I . i i i . i 5 f . ) j  the  world of the  consc ious  and the  subconsc ious, the  
mundane and the  v i s io n a r y  merge. The Tempest i s  so r i c h  in  
a l l u s i o n s  to  the  im ag in a t io n ,  fa n c y ,  and the  world of slumber, from 
A n to n io 's  " s t ro n g  im ag ina tion"  see in g  a crov/n dropping  upon S e b a s t i a n 's  
head ( ^ . 1 1 . i . 199) to  P r o s p e ro 's  d is m is sa l  of " t h i s  v i s i o n . . . t h i s  
i n s u b s t a n t i a l  pageant faded" (T p .IV .i .1 5 1 ,1 5 5 )  t h a t  in  a  f in e  perform­
ance aud iences  a re  unavo idab ly  im pressed  by t h i s  " s t r a n g e . . .maze" of 
The Tempest as  the  l a s t  i n  a s e t  o f  romance dramas which " s t r e n g th e n /  
From s tra n g e  to  s t r a n g e r "  ( T p .V . i . ^4 2 ,227-228),
There i s  a l s o  the  more obvious p o in t  about S h ak e sp e a re 's  romances 
t h a t  th ey  conform to  t h i s  second d e f i n i t i o n  of romance by b e in g  works of 
f i c t i o n  in  which the  im ag ina tion  o f  b o th  the  a u th o r  and the  audience 
appear  to  be " u n r e s t r i c t e d ,  as  opposed to  re a l i s m ,  which f a i t h f u l l y
387d e p ic t s  a c tu a l  l i f e . "  Ben Jonson v/as p robab ly  the  f i r s t  c r i t i c  to
make t h i s  assessm ent of the  k in d  of romances which Shakespeare was
w r i t i n g  when he spoke o f  them .as p l a y s ‘v/hich "run away from n a t u r e , "
3S8as  i f  th e  p layw righ t "were a f r a i d  o f h e r . "  One may n o te ,  in  r e b u t t a l  
to  Jonson , t h a t  S h a k esp ea re 's  romances do "run away" from n a tu re  
th ey  do so on ly  to  b r in g  ou t as  many f a c e t s  of h e r  p e r s o n a l i ty  as
The German c r i t i c  and t r a n s la t o r  A .J .S c h le g e l  spoke o f  t h i s  
m ixture o f  extreme p s y c h o lo g ic a l  l e v e l s  in  The w in te r 's  Tale as having  
the power to  " transport even manhood back to  the golden age o f  
im agination" . See: A.V/. S c h le g e l ,  A Course o f  L ectures on Dramatic 
L ite r a tu r e  I 809- I 8I I . t r a n s .  John B lack ( London: I 846 ) ,  p. 396^
A Handbook o f  L ite r a r y  Terms, e d s .Y e lla n d ,  Jon es , & E a s to n ,op . c i t . ,  
d e f i n i t i o n  o f  romance, p . 174* On t h i s  su bjec t  o f  fa n ta sy  and the  
im agination  in  Shakesp eare's  romances, see a l s o :  Kenneth J .  Semon, 
"Fantasy & Wonder: S hakespeare's  Last P la y s ,"  D is s .U n iv e r s i ty  o f  
Washington I 97I .  A v a ila b le  in  D is s e r t a t io n  A b s tr a c ts , 32 ( l 9 7 l ) ;  
p . 2653 -  A.
Ben Jonson, "Preface to  the Alchemis t  -  l 6 l 2 , "  p p .16 -1 7  
C r i t i c a l  E ssa y s o f  the  Seventeenth  Century V ol. I  1605-1650, ed .
J .E .  b p in g a r n O x f o r d : Clarendon P r e ss ,  I 908) .
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p o s s ib le  -  in c lu d in g  the  h a rsh  re a l ism  of a  M ytilene whore house, 
Stephano the  drunken b u t l e r  and T rincu lo  the  aging comic v/ho can 
b a r e ly  make a decen t joke .
Shakespeare *s romances correspond to  the  t h i r d  concep tion  of 
romance, b e in g  t a l e s  o f  love and adventure  v/ith the  n a r r a t i v e  emphasis 
on s e n t i m e n ta l i ty ,  on a l l  d ram atic  l e v e l s .  Each p lay  o f f e r s  a " t a l e  
of w ild  ad v en tu res  in  war and lo v e ,"^ ^ ^  w ith  a v a ry in g  m ixture of 
m i l i t a r y  components, though always c o n ta in in g  a m ixture o f  chance 
e v en ts  and amorous components. Cymbeline i s  the romance which i s  most 
o v e r t l y  concerned w ith  war because o f  the  f i g h t i n g  between the  Romans 
and the  B r i t o n s ,  v/hereas The W in te r 's  Tale has .an in te n s e  th em atic  
p reo ccu p a tio n  w ith  th e  l o s s ,  growth, and f r u i t i o n  o f  lo v e .  The 
ad v en tu res  which th e  p ro ta g o n is t s  undergo in  each romance a re  always 
d i r e c t l y  r e l a t e d  i n  some v/ay to  a problem o f  love . P e r i c l e s  b e g in s  h i s  
wandering l i f e  because  o f  a t e r r i b l e  f i r s t  experience w ith  love  in  the  
c o u r t  o f  A n tiochus , w hile  Cymbeline i s  i n  many ways a romance about the  
adventurous  c o n f l i c t s  between the  sexes , as  ’.vith Post humus' m is taken  
h a t r e d  of Imogen and th e  Queen's a t t e m p ts ’t o  decay" ( Cym. I . v . 56) 
Cymbeline. The t r i a l s  and s e p a ra t io n  of King Leontes and h i s  fa m ily  
are  caused  i n i t i a l l y  by h i s  m i s in t e r p r e t a t i o n  of h i s  w i f e ' s  and b e s t  
f r i e n d ' s  lo v e ,  w hile  P r o s p e ro 's  d i s t r i b u t i o n  of c h a r a c te r s  in  The Tempest 
i s  m o tiv a ted  s o l e l y  " in  care  of th ee"  -  as  he says to  Miranda -  "Of th e e ,  
my d e a r  one" ( T p . I . i i . 1 6 -1 ? ) .
Romance as  a form o f l i t e r a t u r e  which i s  v i r t u a l l y  synonymous w ith  
the  q u es t  gen re , w ith  the  n a r r a t iv e  emphasis on adventure  -  the  f o u r th  
concep tion  o f  romance -  i s  c lo s e ly  connected in  t h i s  s tudy  w ith  the  
Odyssean q u a l i t i e s  o f  S h ak esp ea re 's  romances to  which the  whole o f  the  
nex t c h a p te r  w i l l  be devoted . S u f f ic e  i t  to  say a t  t h i s  p o in t  t h a t
Jo h n so n 's  d e f i n i t i o n  of romance, from Samuel Johnson, A D ic t io n ­
a ry  o f  The E n g l ish  Language V o l . I I  (London: Vv. S trah an , 1756); n .p a g .
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S h a k e sp e a re 's  romances may he experienced  and analysed  as q u e s ts  and 
many o f  h i s  p r o ta g o n i s t s  a s  q uest f i g u r e s .  This ex tends  from P e r i c l e s '  
i n i t i a l  voyage ou t from Tyre to  van the  g i r l  of h i s  choice i n  A ntioch , 
to  Posthumus' h o t-b lo o d ed  chase a f t e r  h i s  own death  once he b e l i e v e s  
Imogen i s  dead, onto  P e r d i t a ' s  v/andering from S i c i l i a  to  Bohemia and 
back home aga in  to  S i c i l i a ,  and f i n a l l y  to  P ro sp e ro 's  s o l i t a r y ,  inward 
sea rch  f o r  j u s t i c e  and fo rg iv e n e s s  in  The Tempest. Most of S h a k esp ea re 's  
p r o ta g o n i s t s  i n  th e  romances l e a r n  about t h e i r  own n a tu re  in  the  
t r a v e l l e r ' s  way o f  s e l f - d i s c o v e r y ,  by be in g  fo rc e d  in to  o p p o s i t io n  to  
a l i e n  su r ro u n d in g s , w hile  the  d i s p a r a te  s t r u c tu r e s  of the  romances 
them selves a re  woven to g e th e r  by the  wanderers who s t ru g g le  onward in  
sea rch  o f  "home".
The f i f t h  co ncep tion  o f romance, th e  id ea  of i t  as  l i t e r a t u r e ' s
most s y n c r e t i c  g en re ,  was p robably  f i r s t  no ted  about S h ak esp ea re 's
romances w ith  Ben J o n s o n 's  mention in  the  In d u c t io n  to  Bartholomew
F ay re  o f  S h a k e sp e a re 's  tendency"to  mixe h i s  head w ith  o th e r  mens
390h e e ls "  in  h i s  " T a le s , Tempests, and such l i k e  D r o l l e r i e s . "  But 
Samuel Johnson pu t th e  -case most f o r c e f u l l y  in  h i s  a c e rb ic  c r i t i c i s m  of 
Cymbeline as  a  v/ork o f  "much i n c o n g r u i ty . . « '/a / confusion  o f . . .n a m e s  and 
manners of d i f f e r e n t  t i m e s . U n f o r t u n a t e l y  b o th  o f th e se  g r e a t  
w r i t e r s  m isunderstood  S h a k esp ea re 's  i n t e n t io n s ,  a lthough  i t  i s  more 
s u r p r i s in g  in  th e  case  o f  Samuel Johnson since  he h im se lf  wrote a 
romance, the  s h o r t  b u t  adm irable  K a sse la s . In  S h ak esp ea re 's  romances 
an e c l e c t i c  m ix ture  o f  e lem ents  i s  used  to  c re a te  the  s y n c r e t ic  whole 
of romance which we have no ted  as  c h a r a c t e r i s t i c  of the  form s ince
Ben Jonson , Bartholomew Fayre (London: Yale U n iv e r s i ty  P r e s s ,
1963) I n d u c t io n ,1 1 ,113 f .
Samuel Johnson, "Notes ^ 7 6 ^  'C ym beline ',  i n  Dr. Johnson On  ^
Shakespeare (London: Penguin B o o k s ,I969) ;  ©d* by V/.K. h im s a t t , p . l3 o .
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Homer's m ixture  of Mycenean and Io n ic  e lem ents in  the  Odyssey. The 
unique romance v/orld i s  h u i l t  hy .e s ta b l i s h in g  mundane o r  contemporaneous 
e lem ents  as  p a r t  of the  s to r y ,  and y e t  keeping  the  romance removed from 
the d a i ly  w orld . Shakespeare had to  c re a te  a s p e c ia l  world in  h i s  
romances and s t i l l  p rov ide  n o n -s p e c ia l ,  f a m i l i a r  e lem en ts ; which i s  why, 
f o r  in s t a n c e ,  i n  one romance the  audience i s  p re sen ted  v/ith the  
u n f a m i l ia r  s ea c o a s t  o f  Bohemia and the  f a m i l i a r  p ick -pocket type 
A uto lycus. " I t  i s  w ith  R om ance/ as w ith  r e l i g i o n , "  s a id  Herman 
M e lv i l l e ,  " i t  should  p re s e n t  an o th e r  world , and y e t  one to  v/hich we f e e l
the  t i e . "392
The s i x t h  id e a  o f  romance, as  a b ranch  of ep ic  l i t e r a t u r e  gone
awry, w ith  the  emphasis on n a r r a t i v e  s c a le ,  shows in  S h ak esp ea re 's
romances in  h i s  use  of panoramic and v is io n a ry  q u a l i t i e s ,  the  background
of myth and legend  in  h i s  romances, th e  concept of the  p e rs e v e r in g  h e ro ,
the  use  o f e p iso d e s ,  and the  way in  which the  a c t io n  o f the  whole
39 3dominates over p a r t i c u l a r  dram atic  a c t i o n . ^  The show of s t y l e s  and 
p la ce s  in  S h a k e sp e a re 's  romances i s  s im i la r  to  an ep ic  o f  r e tu r n  in  
which th e  p r o ta g o n i s t s  must ex per ience  a v/ide range of t e r r a i n s  and 
customs, in  which th e  au th o r  must give h i s  audience a wide view of th e  
world o f  men and gods -  an element n o ted  e a r l i e r  in  t h i s  study  in  
terms of th e  d iv e r s e  melange o f c h a r a c te r s ,  i n c id e n t s ,  and s p e c ta c le s  
which Shakespeare chose to  in c lu d e  in  h i s  romances in  im i ta t io n  o f  h i s
392 Herman M e lv i l l e ,  The Confidence Man (Hew York: Grove P r e s s ,
1955) ,  p . 157.
398 N orth rop  F iye  su g g e s ts ,  u n eq u iv o ca l ly ,  t h a t  Shakespeare has the  
q u a l i ty  of th e  e p ic  n a r r a t o r ’ s im personal voice  in  h i s  drama, rem arking: 
"Poetry  may be as  com ple te ly  absorbed in  i t s  i n t e r n a l  c h a r a c te r s  a s  i t  
i s  w ith  S hakespeare , o r  in  Homer, the  second world o f  the  Odyssey, m oi, 
be ing  a l l  we ge t o f  him in  t h a t  poem." I  would agree w ith  Frye on t h i s  
p o in t o f  th e  use o f  th e  n a r r a t o r ' s  vo ice  be ing  s im i la r  in  ep ic  and in  
S h ak esp ea re 's  dramas — were i t  n o t t h a t  S h ak esp ea re 's  romances p o ssess  
a p e r s o n a l ,  s u b je c t iv e  q u a l i t y  exp ressed  through h i s  n o t ic e a b le  
r e p e t i t i o n  o f  themes and c h a r a c te r s .  See: Anatomy of C r i t i c i s m , op . c i t .
P .52.
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source m a t e r i a l s .  The theme of th e  p e rs ev e r in g  hero i s  p re se n t  in  the  
gu ise  o f  the  p e r s e v e r in g  h e ro in e ,  o r  of the  w idely and i l l o g i c a l l y  
s c a t t e r e d  ad v en tu res  of hero  and h e ro in e  to g e th e r :  P e r i c l e s  and M arina, 
Posthumus and Imogen ( r e f l e c t e d  hy King Cymbeline and h i s  Queen), 
L eontes and Hermione ( r e f l e c t e d  by P l o r i z e l  and P e r d i t a ) ,  and, in  an 
analogous f a s h io n ,  F erd inand  and Miranda ( r e f l e c t e d  by Prospero  and 
M iranda) .
The use  o f  myth i n  S h ak esp ea re 's  romances i s  ak in  to  the  e p ic  use
of th e  techn ique  o f a p p ea lin g  to  th e  audience a long the  l i n e s  o f  a
well-knov/n, t r a d i t i o n a l  s to ry .  Shakespeare r a p id ly  develops t h i s
q u a l i t y  from the  t e l l i n g  of Gower's o ld  legend to  the  f r e s h  myth-making
of The Tempest. The use  o f  a u x i l i a r y  ep isodes  in  romance l i t e r a t u r e ,
ak in  to  th e  e p ic  te chn ique  o f a " s to r y  ap p a ren t ly  n o t  needed f o r  the
main p lo t  of th e  poem, bu t  r e a l l y  n e c e s s a r i ly  connected w ith  some p a r t  
394of th e  a c t i o n , "  has  been a common p a r t  o f  the  romance form s ince  
Telemachus' v i s i t  to  th e  c o u r t  of Menelaus in  the  f o u r th  book o f the  
Odyssey. Shakespeare u s e s  t h i s  techn ique  to  develop s u b s id ia ry  
c h a r a c t e r s ,  such a s  lachimo and A ntigonus, and to  f i l l - o u t  major
c h a r a c te r s .  Shakespeare a lso  u ses  a sense o f  the  t o t a l i t y  o f  the
romance ex p er ien ce  in  a  way s im i la r  to  e p ic ,  in  t h a t  he e n fo rces  upon 
h i s  audience an ex p er ien ce  of p lo t  c o m p le x i t ie s ,  w ith  the  com plexity  
i t s e l f  s ta n d in g  ou t i n  the  dram atic  fo reg round  as  a metaphor f o r  l i f e ' s  
c o m p le x i t ie s .
The seven th  co ncep tion  of romance, as  a co rru p ted  b ranch  of 
h i s t o r y ,  w ith  the  emphasis on an e v e n t fu l  c h ro n ic le ,  i s  one which 
c o n t r ib u te s  s u b s t a n t i a l l y  to  the  make-up of S h ak esp ea re 's  romances.
F .B . Gumraere, A Handbook _of P o e t ic s  (Boston: Ginn & C o.,l885)>P«  
16. Here, o f  co u rse ,  w e.are d e a lin g  with a technique which Shakespeare 
used throughout a l l  h i s  p la y s  — even though i t  has s p e c ia l  meaning 
w ith in  the romance m u lt iv e r se .  One might a l s o  conclude, th e r e fo r e ,  th a t  
t h i s  i s  a p o in t  where a romance impulse c o in c id e s  w ith  a genera l  
E lizabethan  dramatic impulse towards m u l t i p l i c i t y .
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In each o f the  romances he i n s e r t s  a  type o f  h i s t o r i c a l  i n t e r e s t ,  a
k ind  of h i s t o r y  e a r l i e r  no ted  in  the  works of Herodotus, G eoffrey of
Monmouth and Raphael H olinshed , which has a keen eye f o r  o d d i t i e s ,  a
p re fe re n ce  f o r . n a r r a t i v e  d ig r e s s io n s ,  and reco rd s  human ev en ts  hy way
of anecdo tes  r a t h e r  than  hy f a c t s .  S hakespea re 's  most o u ts ta n d in g  use
of t h i s  type o f  h i s t o r i c a l  techn ique  i s  in  C^miheline where he anchored
h i s  romance i n  the  h i s t o r i c a l  reco rd  of King K ym heline 's  re ig n  and
u n d e r l in e d  the  c h ro n o lo g ic a l  im portance hy choosing the  time in  which
C h r is t  was h o rn .  Gower sugges ts  in  h i s  f i r s t  Prologue to  P e r i c l e s
th a t  he i s  g iv in g  an account of even ts  from an c ie n t  t im es ,  a l b e i t  they
are  so a n c ie n t  t h a t  th ey  have d is so lv e d  in to  legend. With re g a rd  to
t h e i r  t o p i c a l  r e f e r e n c e s ,  a l l  the  romances had a v e in  o f  contemporary,
h i s t o r i c a l  i n t e r e s t  f o r  t h e i r  Jacobean aud iences. But t h i s  i s  a
s u b je c t  which i s  b e s t  d e a l t  w ith  c a u t io u s ly  s ince  i t s  v a l i d i t y
depends upon th e  i n t e r p r e t a t i o n  of h i s t o r i c a l  innuendos and much
395a u t h o r i t a t i v e  guess-w ork. The Ternrest has the h i s t o r i c a l  i n t e r e s t  
of b e in g  l in k e d  to  th e  voyager l i t e r a t u r e  and the  "Bermuda Pamphlets" 
and th u s  to  contemporaneous s p e c u la t io n s  concerning  the  Americas. The 
W in te r 's  Tale c o n ta in s  a b r i e f  d e s c r ip t i o n  of an c ie n t  Delphi (W ir r t . I I I .  
i . l - l l )  and, l i k e  P e r i c l e s  and C;^m:beline, g ives  a sy s tem a tic  account 
of im portan t ev en ts  i n  a r u l e r ' s  l i f e .
The e ig h th  u n d e rs tan d in g  of romance as  a form of comedy, p la c in g  
i t  as  an advanced l i n k  in  the  comic chain  and acco rd in g ly  re g a rd in g  i t  
as  the  genre pa r  e x ce l le n ce  o f  p sy ch o lo g ica l  w is h - f u l f i lm e n t , has 
long  been a way in  which S h ak esp ea re 's  romances have been un d e rs to o d
395 pHose c r i t i c s  who view the  l a s t  p lay s  almost e n t i r e l y  in  t o p i c a l -  
h i s t o r i c a l  term s o r  view t o p i c a l - h i s t o r i c a l  in fo rm ation  as e s s e n t i a l  to  
an u n d e rs tan d in g  of the  romances in c lu d e :  Glynne V/ickham, "S h ak esp ea re 's  
I n v e s t i t u r e  P la y ,"  The Times l i t e r a r y  Supplement, 18 December 19o9>p. 
1456; F rances  A. Y a tes ,  Shakespeare ' s L ast P la y s  : A IT ew Approach 
(London:R outledge,1975); Bernard  H a r r i s ,  " 'W hat 's  P as t  i s  p ro lo g u e ':  
Cymbeline & Henry V I I I ,"  S tra tfo rd-upen-A von S tu d ies  8 , p p .203-234.
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and ( l e d  in  t h i s  c en tu ry  hy Lytton  S trachey  who took t h i s  p o in t  of
view pejoratively)3^^ have a reco rd  of b e in g  d ism issed  by some as  the
b o r in g ;  " p o tb o i le r "  comedies of an o ld  p ro fe s s io n a l  p lay w rig h t .  In
h i s  romances Shakespeare was v/orking with a genre as  o ld  and
d i s t i n c t i v e  a s  e i t h e r  comedy o r  trag e d y ,  a genre which does have a
few s i m i l a r i t i e s  w ith  comedy -  a long  w ith  trag e d y ,  the  e p ic ,  the  f o lk
t a l e ,  the  f a i r y - t a l e ,  myth, h i s t o r y ,  and the  q uest  genre . The genre
c r i t i c  who has  g iven the  most s u b t le  re ad in g  o f S h ak esp ea re 's  romances
as  a form o f comedy i s  N orthrop  F ry e .  But h i s  re a d in g ,  in  the  c o n tex t
of h i s  l a b y r in th i a n  Anatomy of C r i t i c i s m , i s  too s u b t le  s ince  he
homogenizes th e  two genres  by p a r a l e l l i n g  the  f o u r th ,  f i f t h ,  and
397s ix th  phase of comedy and ro m a n c e .^  •
C.L. B arb er  e x p re ssed  a d i f f e r e n t  opin ion  a t  the  end of h i s  
im p o rtan t s tudy  of Shakespearean comedy, S h ak esp ea re 's  F e s t iv e  Comedy, 
when he n o ted  t h a t  a f t e r  T,velfth N ight the  comic in g re d ie n ts  in  
S h a k e sp e a re 's  p la y s ,  h i s  " s a tu r n a l i a n  moments, / a n ÿ  comic c o u n te r ­
s ta t e m e n ts ,"  d e r iv e  " t h e i r  meaning /from  b e in g /  determ ined by t h e i r  
p lace  in  a  l a r g e r  movement." A f te r  Twelfth  N ig h t , Mr B arber goes on, 
S h a k e sp e a re 's  comedy " i s  always used  in  t h i s  subord ina te  v/ay. . . / a s /  
w ith  th e  renewal of l i f e ,  a f t e r  t ra g e d y ,  a t  the  f e s t i v a l  in  The 
W in te r 's  T a le . "398 o th e r  words, in  S h ak esp ea re 's  ov/n d ram atic  
works th e re  i s  a  d i f f e r e n c e  in  k in d  betv/een h i s  comedies and h i s  
romances, arid th e  s p e c ia l  q u a l i t y  of the  romances i s  m easurable by the
396 In  h i s  Books and C h arac te rs  (London: Chatto & Hindus, 1922).
397 N.Prjre, Anatomy o f C r i t i c i s m , o p .c i t . , p p .186-206. Frye s t i l l  
b lu r s  the  d i s t i n c t i o n  between comedy and romance in  h i s  A N a tu ra l  
P e r s p e c t iv e , in  which he r e f e r s  to  the  romances as "rom antic  comedies". 
See: N .F rye , A N a tu ra l  P e rsp ec tiv e  : The Bevelorment of S hak espe a re  an 
Comedy and Romance (Nev/ York: H a rc o u r t ,Brace & ' . .o r ld .In c .  ,1963), passim.
393 c .h .  B a rb e r ,  S h ak esp ea re 's  F e s t iv e  Comedy (C leveland : Meridan 
Books, 1966) ,  p .2 6 l .
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s u b o rd in a t io n  o f  the  comic s p i r i t  under the  domination o f  a l a r g e r  
s t r u c t u r e .  The d i s t i n c t i v e n e s s  of romance depends upon i t s  s p e c ia l  
a b i l i t y  as  a genre to  absorb and sy n th e s iz e  o th e r  l i t e r a r y  forms. 
Regarding romance in  term s of on ly  one of i t s  n a r r a t i v e  components 
i n e v i t a b l y  le a d s  to  a c r i t i c a l  d i s t o r t i o n  of the  f i n e  ba lance  o f  
p a r t s  which a s u c c e s s fu l  romance must m a in ta in .
The n in th  concep tion  o f romance as  a form of the  f a i r y - t a l e ,  
w ith  th e  emphasis on n a iv e t e ,  was argued to  be the  g en e r ic  i d e n t i t y  
of Shalcespeare 's  romances by Una-311is Fermore in  The Jacobean Drama, 
where she n o ted :
By one o f those  paradoxes which t h i s  / J a c o b e a ^  drama 
c o n t in u a l ly  o f f e r s  u s ,  Shakespeare used  f o r  the  cu lm in a t in g  ., 
e x p re ss io n  o f h i s  f a i t h  in  r e a l i t y  t h a t  form which i t s
in v e n to r s  .had dev ised  as a means o f  escape. The
f a i r y - t a l e  v/ith him becomes charged w ith  those  im p l ic a t io n s  
which the  more immediate types  of s to ry  cou ld  n o t 
p r e s e n t ,  becomes th e  v e h ic le  o f  im ag ina tive  
ex p e r ien ce  and i n t e r p r e t s  the  r e a l  world .qq 
more t r u l y  th an  do the  re c o rd s  of a c t u a l i t y .  ^
Her re a d in g  o f  S h ak esp ea re ’ s romances i s  c u r io u s ly  re m in isc en t  of
Longinus' r e a d in g  o f the  O dyssey as  a "wandering am o n g .. . th e  fa b u lo u s
and the  i n c r e d i b l e , "  a s  a  work in  which " fa b le  p r e v a i l s . L i k e  the
Odyssey, S h a k e sp e a re 's  romances may be viewed as a k in d  of f a i r y - t a l e
f o r  a d u l t s ,  s t o r i e s  which seek to  i n t o x i c a t e ,  enchan t,  and inform  in
a way s im i l a r  to  c h i l d r e n ' s  f a i r y - t a l e s .  His romances a ls o  b e a r  a
s p e c ia l  r e l a t i o n  to  th e  f a i r y - t a l e  genre in  so f a r  as  they  share  th e
f a i r y - t a l e  d e l ig h t  w ith  a c t io n  f o r  i t s  own sake , a m ag ica lly  b e n e f ic e n t
gu id ing  s p i r i t ,  a f e e l i n g  of b o u n d le ssn ess ,  and a tendency to  s e t  the
399 U n a -E l l i s  Ferm ore, The Jaco b ean  Drama, op. c i t . ,  p . 268;
See: J .C ,  Maxwell, e d . , P e r i c l e s , op. c i t . , p .xxv i f o r  a s im i la r  
concep tion  of S h a k e sp e a re 's  romances as  f a i r y - t a l e s .
Longinus, On The Sublime PERI HTPSOG, op. c i t . , p p .13-14»
(208)
n a r r a t i v e  f r e e  from co n v en tio n a l  t r u t h s . w h a t  l i m i t s  such an
u n d e rs tan d in g ,  a s id e  from the  in c lu s io n  in to  Shakespeare’ s romances of 
g e n r e s  o t h e r  t h a n  t h e  f a i r y - t a l e ,  i s  S h a k e s p e a r e  ' s  e n f o r c i n g  u p o n  h i s  
audience an a w a r e n e s s  o f  th e se  romance p l a y s  a£ p la y s ,  and a use  o f  the  
g ro tesque  which "seems funny a t  f i r s t  so t h a t  v/e s t a r t  to  laugh h u t  
which i s  a c t u a l l y  so h o r r i f y i n g  and i s  p re sen ted  so im personally  t h a t  
t h e  l a u g h t e r  d i e s  i n  ou r t h r o a t s .
Throughout Shakespeare’ s romances th e re  are  e lem ents which a re  
pouring  in  "as  i t  w ere, from a su p e r - in d iv id u a l  so u rc e ,"  elements 
which p re se n t  them selves " to  the  audience -  d e sp i te  t h e  new shape the  
n a r r a t o r  has  g iven ^ h e ^ ,  d e sp i te  the  new ’v a r ia t io n *  -  n o t as  the  
n a r r a t o r ’ s  s u b je c t iv e  c r e a t i o n ,  h u t . . . a s  s o m e t h i n g  o b j e c t i v e . . .  
S o m e th in g  t h a t ^  t r a n sc e n d s  t h e  i n d iv id u a l ,  a n d . . . e x e r c i s e s . . . a  p o w e r  
t h a t  s e iz e s  h o ld  of the  sou l and f i l l s  i t  w ith  images. These a re
the  elements o f  myth and legend , of r i t u a l  and f o lk lo r e  in  Shakespeare’ s 
romances; a s ,  f o r  example, w ith  h i s  use  of t h e  in c e s t  theme ( i n  
P e r i c l e s , and l i g h t l y  in  Cymheline) , .of th e  -ev il ,  p o i s o n - m a k i n g  s te p ­
mother ( i n  Cymheline) , o f coun try  f e s t i v a l s  (in the  T i n t e r ’ s T a le ) , and 
of th e  legendary  good m agician (a s  w ith  Prospero  n The Tempest) .
This i s  th e  th re a d  ru n n in g  through Shakespeare’ s romances of which 
much has  been made s in ce  the  appearance of Colin S t i l l ’ s Shakespeare’ s 
Mystery P lays  in  the  e a r ly  ’ tw e n tie s  -  and a t t e s t s  to  the  manner in  
which S h ak e sp e a re 's  romances conform to  the  t e n th  conception  of
O r ,  as T e l le k  & Warren would say , the  romance "may n e g le c t  v e r ­
i s i m i l i t u d e  o f  d e t a i l , "  See: ï ïe l le k  & Warren, Theory o f L i t e r a tu r e  
(New York: H arves t Books, 1956), p . 216.
Diana T. C h i ld re s s ,  "Are S h a k e s p e a r e ’ s  Late P lays  R e a l l y  Ro­
mances?" in  S hakespeare’ s Late P lays  -  Essays in  Honor of Charles 
Crow (Ohio U n iv e r s i ty  P re s s :  1 9 7 4 ) ,  PP*44~ 55«
K arl  K e re n y i 's  d e f i n i t i o n  of myth in  The Gods o f  The Greeks 
(London: Penguin, 1 9 5 3 ) ,  P P * 4 -5 «
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romance as  t h a t  form o f  l i t e r a t u r e  w h i c h  most c lo s e ly  approximates 
myth and r i t u a l .
The e le v e n th  way o f d e f in in g  th e  genre of romance, the  p e jo r ­
a t i v e ,  value-judgem ent d is m is sa ls  of the  form which are made on moral 
o r  a e s t h e t i c  grounds, has  been a w a y  of re g a rd in g  Shakespeare’ s 
r o m a n c e s  s in ce  Ben Jo n so n ’ s d is m is sa l  o f  P e r i c l e s  as  ’’ s o m e  m o u l d y  
t a l e . " ^ ^ ^  J o n s o n ’ s  le a rn e d  and t h e o r e t i c a l  b a s i s  f o r  h i s  ov/n drama, 
th a t  f a c t  t h a t  (by  J o n s o n ’ s  s tan d a rd s )  Shakespeare’ s romances lacked  
a  d id a c t i c  sense of r e a l i s m ,  and perhaps a  l i t t l e  p ro fe s s io n a l  
je a lo u sy  concern ing  th e  extreme p o p u la r i ty  of P e r i c l e s  on the  Jacob­
ean s tag e  may account f o r  J o n s o n ’ s  d is m is s a l .  And, judging  romance 
from the  p o in t  o f  view of C la s s ic a l  c r i t i c i s m ,  J o n s o n  had v e r y  f e w  
c r i t i c a l  g u id e - l in e s  w ith  which to  a s s e s s  the  genre o f  romance. As 
noted  in  the  second c h a p te r  o f  t h i s  s tu d y , bo th  A r i s t o t l e  .and Longinus 
emphasised the  d i v e r s i t y  of n a r r a t i v e  r i c h e s  in  romance bu t w e r e  
s o m e w h a t  b ew ilde red  when i t  came to  e v a lu a t in g  the  genre as a  w h o l e .
Although the  v i t a l i t y ,  range of a p p l i c a t io n ,  and the  q u a l i ty  of 
many works o f  romance s u re ly  seem to  negate  the  id e a  of the  in co n -  
s e q u e n t i a l i t y  of t h i s  genre , th e re  i s  a n a r r a t iv e  s t r a i n  in  ■ 
Shakespeare’ s romances in  which the  p layw right h im se lf  seems to  ex p re ss  
the  id e a  t h a t  th e re  i s  something e m p t y  and d ece p t iv e ,  f r iv o lo u s  and 
i l l u s o r y  about romance. This judgement of romance comes out in  
Shakespeare’ s s p e c ia l  m ing ling  of i l l u s i o n  and r e a l i t y ,  h i s  emphasis 
on t h e  p lay  a s  p lay  in  P e r i c l e s , Cymheline, The W i n t e r ’ s T a le , and T h e  
Tempes t . T h e  most o u ts ta n d in g  r e f e r e n c e  to  t h i s  id e a  in  the  romances 
i s  P ro sp e ro ’ s "Our r e v e l s  nov/ are  ended" speech of Act fo u r ,  scene one 
of The Tempest. One may r e a d  i n  P rospe ro ’ s words a  number of r e f e r -
Ben J o n s o n ,  i n  the  ode " the  j u s t  in d ig n a t io n "  appended to  
The New I n n e , op, c i t . , 1 ,2 1 .
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ences  to  the  n a tu re  o f  romance: the  extreme im ag in a tiv en ess  of t h i s  
form " a l l  s p i r i t s  a n d . . . t h i n  a i r , "  i t s  r e l a t i o n  to  the  subconscious 
mind in  "such s t u f f  as  dreams a re  made' o n ,"  and a p e jo r a t iv e  d is m is sa l ,  
of i t  as  " i n s u b s t a n t i a l  pageant faded"  ( T p . I V . i .149-150<156-157,156).
But romance i s  a  genre in  which one can f i h d  d i s q u ie t in g  s u r p r i s e s  
w herever one goes , and im m ediate ly  a f t e r  Prospero  speaks th e se  words 
he summons the  s p i r i t  o f  h i s  a r t ,  A r i e l ,  to  shape a device  t h a t  w i l l  
save Miranda and h im se lf  from the  ve ry  r e a l  t r e a c h e ry  o f  C a liban , 
S tephano, and T r in c u lo .  A romance may busy i t s e l f  w ith  f i n e  i l l u s i o n s  
one moment and g ro ss  r e a l i t i e s  the  n e x t ;  what remains i s  the  d i v e r s i t y ,  
the  t o t a l i t y  o f  d i f f e r e n t  form s.
#
The O rdering  o f Shakespeare’ s Romances 
John Bay’ s The I s l e  o f  G ulls  and Thomas Hughes’ The M isfo rtu n es  
of A rthur avo ided  u s in g  the  wide p l u r a l i t y  of forms which were a v a i l a b le  
to  them when th ey  adap ted  t h e i r  source m a te r ia l  in to  romance dramas.
Bay’ s re d u c t io n  o f S idney ’ s A rcad ia  in to  a work of l i b e l l i n g ,  r i b a l d r y  
and e le v a te d  p o e try  narrowed the  A rcad ia ’ s m ixture of n a r r a t i v e  forms 
in to  a few obvious d ram atic  a t t r a c t i o n s .  Thomas Hughes f o r f e i t e d  the  . 
w ea lth  o f  c h a r a c te r s  and s i t u a t i o n s  in  h i s  A rth u r ian  romance so u rces  by 
s l i c i n g  o f f  p ie c e s  o f  ^  Morte B’A rth u r  and the  H is to ry  of the  Kings of 
B r i t a i n  and then  r i g i d l y  o rd e r in g  h i s  m a te r ia l  a long  the  l i n e s  of a 
Senecan t r a g e d y .  R obert Greene in  The H is to ry  of Orlando P u r io so  t r i e d  
to  u t i l i z e  th e  p l u r a l i t y  of d ev ice s  and n a r r a t i v e  s t y l e s  in  h i s  source 
m a te r i a l ,  produced a vei^’’ p o pu la r  and w i ld ly  e n e r g e t ic  p la y ,  b u t  one in  
which d ram atic  a c t i o n  and n a r r a t i v e  development b a re ly  c o in c id e .  In  
h i s  fo u r  l a t e  romances Shaliespeare expanded upon the  d ram atic  e f f e c t i v e ­
n e ss  of h i s  source m a te r i a l  by m a in ta in in g  the  romance c h a r a c t e r i s t i c  
of n a r r a t i v e  d i v e r s i t y  and o rd e r in g  t h i s  d i v e r s i t y  w ith in  a co h eren t  
d ram atic  whole.
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By o rd e r in g  human exper ience  i n to  a p l u r a l i t y  of i n t e r tw in in g  
themes and g e n e r ic  components i n  h i s  romances Shakespeare o f f e r s  h i s  
audience  a  sense o f  complete im i ta t io n  of l i f e ’ s p l u r a l i t i e s .  Una- 
E l l i s  Fermore was approach ing  a sense of t h i s  q u a l i ty  w h en ce  n o ted  
t h a t  S hakespea re ’ s romances " i n t e r p r e t . . . th e  r e a l  world more t r u l y  
than  do the  re c o rd s  of a c t u a l i t y .  Tbpg mimetic p lu ra l ism  i s  a l s o
one o f  the  q u a l i t i e s  o f  Shakespeare’ s romances, and of e f f e c t iv e  rom­
ance i n  g e n e r a l ,  which has  l e d  to  t h e i r  c r i t i c a l  e v a lu a t io n  as  " id e a l ­
iz e d  w o r l d s " . B u t  romance i s  an i d e a l i z e d  form of l i t e r a t u r e  only  in  
so f a r  as  i t  p r e s e n t s  as many l e v e l s  of human experience  as  the  a u th o r ’ s 
im ag in a tio n  can d i s p la y  e f f e c t i v e l y  and the  audience im ag ina tion  can 
abso rb . I t  i s  a l i t e r a r y  form in  which we le a r n  from the  s tran g e  b u t  n o t 
u n f a m i l i a r  f i g u r e s  which ?/e en co u n te r  the  a c tu a l  shape and n a tu re  o f  
our in n e r  s e lv e s .  Thus romance can be unders tood  as  a p sy ch o lo g ica l  
e x p o s i t io n  in  which th e  da rk ,  in n e r  c o m e r s  o f  human b e in g s  a re  exposed 
to  b road  d a y l ig h t ,  and once exposed they  look l i k e  something from an­
o th e r  w orld . The i r o n y  o f romance i s , t h a t  t h i s  " o th e r  w orld" , t h i s  
" id e a l iz e d "  p la ce  i s  o n ly  as  f a r  away as  a  harmonious r e l a t i o n  between 
the  human powers o f pure emotion and sense* and the powers of reason  and 
i n t e l l e c t .
U n a -E l l i s  Ferm ore, The Jacobean Drama, . op. c i t . i b i d . .
A concep tion  o f  the  romances h e ld  by a ve ry  wide range of r e a d e r s .  
See, f o r  i n s t a n c e ,  th e  re a d in g s  of S .T .C o ler idge  and N orthrop  Frye i n ,  
r e s p e c t iv e ly ,  S h ak esrea re  C r i t i c i s m -A S e le c t io n  ed.D.ITichol Smith, 
(London: Oxford U n iv e r s i ty  P r e s s ,  1973), p p .241 f . ,  N orthrop F ry e ,  
Anatomy o f  C r i t i c i s m , o p .c i t . , p . l 8 6 f .
In  th e  same way in  which Jung spoke about the  f u l l  r e a l i t y  o f  the  
dream we may spealt about the  f u l l  r e a l i t y  of romance. Note Jung ’ s e v a l ­
u a t io n  of dreams where he a rgues  t h a t :  "As a g a in s t  F r e u d 's  view t h a t  
the  dream i s  e s s e n t i a l l y  a w i s h - f u l f i l l m e n t , I  h o l d . . . t h a t  the  dream i s  
a . . . p o r t r a y a l ,  i n  symbolic form, of the  a c tu a l  s i t u a t i o n  in  the  uncon­
s c i o u s . . .  The dream shows the  in n e r  t r u t h  and r e a l i t y  of a person  a s  i t  
r e a l l y  i s :  n o t  a s  ^Tt i s /  c o n j e c t u r e / d ^ . . . t o  b e , b u t as  i t  i s . . . / a n d  
t h u ^  the  symbol i n  th e  dream has more the  va lue  of a p a ra b le ;  i t  does 
not co n ce a l ,  i t  t e a c h e s . "  See:C .G .Jung, P ry ch o lo g ica l  R e f le c t io n s  (Lon­
don; Routlodge & Kegan P a u l , 197l ) ô d .  J . J a c o o i ,  p.57«
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The w r i t e r  of romance must fa ce  the  d i f f i c u l t  p r a c t i c a l  problem 
of how to  c r e a te  t h i s  c o n t in u i ty  between the  w idest im aginable  d iv e r ­
s i t y  o f  emotion and re a so n ,  hov/ to  keep  the  almost unmanageable d iv e r ­
s i t y  o f  romance in  o rd e r .  Shakespeare p rov ides  an e s p e c i a l l y  f l u i d  
atmosphere in  h i s  romances which e a se s  the^ way f o r  the  many t r a n s ­
i t i o n s  and changes in  t h e i r  p lo t  development. There i s  alvvays a back­
ground o r  fo reg round  o f  " s e a - s e n s e " ,  a f l u i d  atmosphere which h e lp s  to  
c a r ry  the  p la y ’ s a c t io n  forw ard  and b in d  the  o therw ise  d i s p a r a te  
e v e n ts .  The s t r e s s  on sea-movement i n  P e r i c l e s  and The Tempest, the  
" g re a t  n a t u r a l  movements.. . t h e  rhythm ic f low  o f  n a tu re  h e r s e l f i n  
The W in te r’ s T a le , and th e  emphasis in  Cymheline on f lo w in g  coun try  
im ages, the  s o a r in g  and f a l l i n g  of b i r d s ,  the  harmony of wind, f lo w e rs ,  
and t r e e s ,  h e lp s  to  c r e a te  a  mood which cush ions the  slow o r  sudden 
changes o f  p l o t ,  which e n fo rc e s  upon the  au d ien ce ’ s i n t u i t i v e  sense a 
r e a l i z a t i o n  t h a t  a l l  i s  a - f lo w  and a l l  i s  bound in  one g r e a t  stream  
of e v e n ts .
Shakespeare u s e s  a d d i t i o n a l  d ev ice s  to  b in d  to g e th e r  h i s  romance 
d i v e r s i t y ,  th r e e  o f  the  most prominent ones b e in g  the  s t r e s s  on the  
f u l l n e s s  o f  t im e , th e  u se  o f  magic and m usic, and the  use of an 
a s s o c ia t i v e  s t y l e  i n  h i s  language . Each o f the  romances a re  s e t  in  
the  co n tex t  o f  a g r e a t  amount of t im e . R esp e c t iv e ly  fo u r te e n  and 
s ix te e n  y e a r s  p ass  between Act th re e  and Act f o u r  of P e r i c l e s  and The 
W in ter’ s T a le . Cymheline i s  viewed in  the  co n tex t  of a tw en ty -y ear
C aro lin e  E. Spurgeon, S hakespeare’ s Imagery and vhat I t  T e l l s  Us 
(Boston: Beacon H i l l  P r e s s ,  19^0), p . 306,308.
This  f l u i d i t y  h o ld s  t ru e  w ith  r e s p e c t to  the  t o t a l  b u i ld - u p  of 
imagery in  th e  romances, i r r e s p e c t i v e  of t h e i r  th em atic  u se .  As W. 
Clemen n o ted :  "On th e  w h o le . . . t h e r e  i s  l e s s  d e n s i ty  and c o n t in u i ty  of 
imagery i n  the  ro m an ces . . . a s . . .compared to  the  t r a g e d i e s . . . i n  which we 
could  n o t  u n d e r s t a n d . . . / t h e i r  f u l l /  s i g n i f i c a n c e . . .w ith o u t  a p roper 
u n d e rs tan d in g  o f t h e i r  image p a t t e r n s . "  See: Wolfgang Clemen, The 
Development o f  S h a k e sp e a re 's  Imagery (London: Methuen & Co. L t d . ,1969),
pTÎÜTT '
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background w ith  th e  l i f e - s a v i n g  appearance o f  B e la r iu s  and Cym heline 's  
two sons. The Tempest b e g in s  by r e c a l l i n g  th e  d ep ar tu re  and f i f t e e n  
y e a rs  o f  absence from Milan s u f f e re d  by Prospero  and M iranda. Tim e's 
power i s  s t r e s s e d ,  b o th  l i t e r a l l y  and f i g u r a t i v e l y ,  in  S h a k esp ea re 's  
romances as  a  d i r e c t i n g  bond, as  a  fo rc e  w^ich moves l i f e  fo rw ard  and, 
l i k e  the  s e a ,  h e lp s  to  b r in g  the  l o s t  to g e th e r .  Music and magic a re  
a l s o  u sed  a s  s p e c ia l  s t r u c t u r a l  c o n t ro l  d e v ic e s :  a s  w ith  S h a k e sp e a re 's  
evoking the  sense o f P e r i c l e s '  r e ju v e n a t io n  by in c lu d in g  " the  music o f  
the  sp h eres"  ( P e r . V. 3»2 2 8 ) or  when magic i s  used  to  c o n t ro l  
e lem ents  which are  s t r i c t l y  im a g in a t iv e ,  as  v/ith P r o s p e ro 's  c o n t ro l  
over A r ie l  in  The Terope st"^^^ o r  Cerim on's r e v iv in g  o f Thai sa  in  
P e r i c l e s . ■  ^ •
Shakespeare  a l s o  p r a c t i c e s  i n  th e  language of h i s  romances the  
" l ig h tn in g  changes o f  mood and rhythm and the  d i s lo c a t io n  o f  the  
o rd in a ry  lo g i c  of n a r r a t i v e  o r  thought /w hich  i s / c h a r a c t e r i s t i c  of 
a s s o c i a t i v e  s t y l e . A n  example of t h i s  b in d in g  l i n g u i s t i c  method 
would be T h a i s a 's  "dea th "  scene in  P e r i c l e s  ( P e r . I I I . i . 1 -8 1 ) .  These 
e ig h ty -o n e  l i n e s  o f  v e rs e  c o n t in u a l ly ,  mingle one p e r s o n 's  meaning w ith
F o r  a  f u l l  a cco u n tin g  o f  the  u se  of music in  the  romances as  a 
u n i fy in g  d e v ic e ,  see :  Clyde P e rry  Cox, J r . ,  "Music as a U nify ing  Elem­
en t in  S h a k e sp e a re 's  Romances," P i s s .  U n iv e r s i ty  of Michigan 1971. 
A v a ilab le  in  D i s s e r t a t i o n  A b s t r a c t s , 31 ( l 9 7 l ) ,  p.6545 -  A. See a ls o  my 
e a r l i e r  d is c u s s io n  o f  music in  C h .V . ,p . l 5 6 , f n .321.
B u ild in g  a romance w ith  a m agician a s  the  c e n t r a l  p r o ta g o n is t  as  
Shakespeare does in  The Tempest i s  unusua l in  the  romance t r a d i t i o n ,  
a l th o u g h  romance p r o ta g o n i s t s  c h a r a c t e r i s t i c a l l y  have a s p e c ia l  r e l a t i o n  
w ith  the  world o f  n a tu r e .  Thus Jacques  Caban says o f  a ty p i c a l  romance 
hero  t h a t  he i s  " o f te n  a s o l i t a r y  f ig u r e  who has l e s s  in te r c o u r s e  w ith  
o th e r  men th an  w ith  the  e lem ents  -  the  ocean, the  f o r e s t ,  the  sky, God, 
d ea th ,  o r  some o b je c t s  which a re  more o r  l e s s  sy m b o lica l , and a re  always 
charged w ith  a c e r t a i n  m etaphysica l re so n an c e ."  See:Jacques  Cabau, La 
P r a i r i e  Perdue -  H i s to i r e  du Homan Ain^ricon ( P a r i s :  E d i t io n s  du S e u i l ,  
1966) ,  p . 17. Above t r a n s l a t e d  from the  French .
■ N orth rop  F ry e ,  ."Verse and P r o s e ,"  in  The P r in ce to n  E ncyclopaed ia  
of P o e try  & P o e t ic s  (P r in c e to n :  U n iv e r s i ty  P r e s s ,  1972’) ,  p.co9*
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an o th e r  p e rso n ’ s i n t e r p r e t a t i o n ,  use  language charged w ith  a nuniher of
p o s s ib le  a s s o c i a t i o n s  -  as  when Lychordia  b r in g s  P e r i c l e s  the  baby
Marina on b oard  the  s to rm -to ssed  sh ip  and they  have t h i s  in te rc h a n g e :
Lyc, Take in  your arms t h i s  piece
Of your dead queen.
P e r ,  How, how, Lychotdia?
Lyc. P a t ie n c e ,  good s i r ;  do n o t  a s s i s t  the  storm.
( I I I . i . 17- 19)
The midwife b r in g s  to  the  husband the  l a s t  "p iece"  of h i s  w ife which 
has l e d  h e r  to  h e r  f i n a l  "peace" of d ea th .  He responds w ith  the  
i n t e r r o g a t i v e  adverb "how" which in  h i s  excitem ent may sound l i k e  a 
"howl" of g r i e f  -  which she read s  as a s ign  of h i s  em otional storm , 
c o n t r ib u t in g  to  the  a c tu a l  storm w ith  which they  a re  surrounded. Then, 
as  P e r i c l e s  becomes more e x c i te d ,  Lychordia r e p e a ts  h e r  words w ith  
added meaning:
Lyc. P a t ie n c e ,  good s i r ,  even f o r  t h i s  charge .
P e r .  Now, m ild  may be th y  l i f e !
For a  more b lu s te r o u s  b i r t h  had never  babe;
Q uie t and g e n t le  th y  co n d i t io n s !
( I I I . i . 26- 29)
The "charge" i s  th e  w eight of h i s  w if e ’ s d ea th ,  h i s  a c c u sa t io n  a g a in s t  
the  gods f o r  t a k in g  h i s  wife away to  d ea th  ( i l l . i .  21- 23) ,  and the  
l i t t l e  c h i ld  now e n t r u s t e d  to  h i s  c a r e .  He v/ishes the  c h i ld  a q u ie t  
and g e n t le  l i f e  in  a r o a r in g  v o ic e ,  w hile  the  consonan ta l d issonance  
of " b lu s te r o u s  b i r t h "  d e s c r ib e s  w ith  sound the  a c tu a l  even t.
Then th e  s h ip ’ s s a i l o r s  e n te r  to  t e l l  P e r i c l e s  in  g r u f f ,  s im ple ' 
words:
1 S a i l .  S i r ,  your queen must overboard: the  s e a . . .
w i l l  n o t l i e  t i l l  the  sh ip  be c l e a r 'd  o f  the  d e a d . . .
she must be overboard  s t r a i g h t .
( I I I . i . 47-49 ,54)
She i s  an im personal corpse  to  the  s a i l o r ,  " the  d e a d . . . s h e , "  a tone
which P e r i c l e s  p ic k s  up and d i s t o r t s  in  h i s  g r i e f  (w hile  cudd ling  the
baby Marina) when he says:
P e r .  I . . . m u s t  c a s t  th e e ,  s c a rc e ly  c o f f i n ’ d, in  the  o o z e . . .  
/ t o 7  the  b e lc h in g  whale.
( I I I . i . 58, 60 , 62)
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The com bination o f  te n d e rn e s s  and imagined h o r ro r  in  these  l i n e s !
F o r what w i l l  th e  whale be "be lch ing"  i f  no t the corpse of h i s  w ife?  
And y e t  he g r ie v e s  f o r  la ck  o f  p roper b u r i a l ,  t h a t  she w i l l  be 
swallowed by th e  "ooze" -  in  t h i s  c o n tex t  a use of onomatopeia which 
i f  f r i g h t f u l l y  a c c u ra te .  In  t h i s  scene Shakespeare t r a n s l a t e s  storm 
sounds in to  p o e t ic  sounds w ith  the  d e s c r ip t i o n s  of the  g re a t  sea  
waves and the  b u r s t i n g ,  deafen ing  thunder ( i l l , i . 1 - 2 ,4 ) ,  which le a d s  
to  th e  image of the  sh ip  r o l l i n g  in  the  storm l ik e  a dancer ( i l l . i . 13 - 
14) -  on ly  l i k e  th e  r o l l  o f  wave and b u r s t  of thunder  the  r o l l i n g ,  
dancing  s h ip  c a r r i e s  p a in ,  from t h i s  pa in  comes b i r t h  on the  sea  ( i l l .  
i . 28 , 4 1 , 56) ,  from t h i s  b i r t h  comes q u ie t  t e r r i b l e ,  d e a th  on the  sea 
f l o o r  ( I I I . i , 60 , 64) .
A summary o f  a passage w r i t t e n  i n 'a n  a s s o c ia t i v e  s ty l e  cannot 
cap tu re  a l l  the  meanings in  the  passage; a lthough  i t  i s  a s t y l e  which 
i s  o f t e n  more e f f e c t i v e  when re a d  and conside red  s low ly , r a t h e r  than  
when h e a rd  -  in  which case  the  e x t ra o rd in a ry  r ic h n e s s  of id e a  and 
s e n s i b i l i t y  may be l o s t .  The u l t im a te  t e s t  o f w hether o r  n o t t h i s  
s ty le  i s  e f f e c t i v e  i n  Shakespeare’ s romances i s  i f  i t  can be su ccess ­
f u l l y  b rough t to  l i f e  by an a c t in g  company in  perform ance. In  h i s  use 
o f the  a s s o c ia t i v e  s t y l e  in  the  p o e try  of h i s  romances " i t  i s  as  i f  
Shakespeare were a t  t im es  f o r c in g  the  s i t u a t i o n  to  y i e l d  new meanings 
which i t  can b a r e ly  s u s t a in ,  o r  as  i f  the  m etaphysica l mode were 
swamping the  d r a m a t i c . T h e  end r e s u l t  in  Shakespeare’ s romances i s  
a p o e t ic  s t y l e  which a t te m p ts  to  g ive  the  n a r r a t iv e  coherency w hile  
a t  the  same time proves  to  be e x t r a o r d i n a r i l y  e n t i c in g  to  the  audience
4 1 2 I n g a -S t in a  Ewbank, "Shakespeare’ s P o e try " ,  in  A New Companion 
To Shake see a re  S tu d ie s  (Cambridge: U n iv e rs i ty  P re s s ,  1971 ) ,  PP»99” H 5 ,  
above quote p .112.
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im a e in a t io n .
Ill a d d i t io n  to  th e se  d ev ice s  Shakespeare u se s  o th e r  u n ify in g  
te ch n iq u es  in  h i s  romances which have been no ted  in  p rev ious  s e c t io n s  
o f t h i s  s tu d y :  the  techn ique  of a u n i fy in g  frame o f h ig h e r  powers, the  
e s ta b l is h m e n t  of c o n s ta n t  p o in t s  o f  g eo g raph ica l r e f e r e n c e ,  the  use  of 
a n a r r a t i v e  tempo which g ra d u a l ly  b u i ld s  up to  an a l l e g r o  crescendo -  
sometimes in  the  p la y ’ s ve ry  l a s t  scene ( a s  in  P e r i c l e s  and Cymheline) , 
sometimes e a r l i e r  ( a s  i n  the  dravm-out reun ions  a t  the  end o f Ihe 
W in ter’ s T a le ) ,  the  use  o f  the  a u t h o r i a l ,  o r  n a r r a t o r  f i g u r e ,  the  
condensing techn ique  of dumb-shows, fo c u s in g  the  au d ien ce ’ s a t t e n t i o n  
on one f ig u r e  o r  one c o n s i s t e n t  s e t  o f  f i g u r e s ,  evoking the  a u d ie n c e 's  
i n t u i t i v e  a b i l i t i e s ,  and reawakening o ld  and ch e r ish e d  v a lu e s .
L e t u s  now co n fro n t  S h ak e sp e a re 's  romances d i r e c t l y ,  p lay  by 
p lay ,  b reak  them down in to  th e  components o f  A c ts  and scen es ,  c o n s id e r  
them in  term s o f th e  n a tu re  o f  t h e i r  e v e n ts ,  and c o n s id e r  what e f f e c t  
Shalcespeare c r e a t e s  w ith  the  romance s t r u c t u r e .  P e r i c l e s  w i l l  be 
used  a s  the  prim ary d e t a i l e d  example o f  how Shakespeare u se s  the  
romance s t r u c t u r e ,  w hile  some prominent s e c t io n s  o f  Cymheline,
The W in te r’ s T a le , and The Tempest w i l l  i l l u s t r a t e  in  what v/ay he 
a l t e r e d  the  s t r u c tu r e  w ith  each  romance.
P e r i c l e s
Of the  romances P e r i c l e s  i s  n ex t  to  the  s h o r t e s t  in  th e  number of 
i t s  l i n e s  ( 2 , 358) and n ex t to  th e  l a r g e s t  w ith  re g a rd s  to  the  number
As Frye n o te s ,  th e  concept of a s s o c i a t i o n a l  s t y l e  may be a p p l ie d  
to  b o th  prose and p o e try ,  and i t  e s p e c i a l l y  occurs  in  p o e try  when 
"words a re  a s s o c ia te d  f o r  sound a s  w ell as f o r  sense , rhyme be in g  as  
im p o rtan t a s  re a so n ,  w hile  the  more i n t e n s i f i e d  the  sound p a t t e r n s  a r e ,  
the g r e a t e r  th e  o p p o r tu n i ty  f o r  puns and s im i la r  v e rb a l  e ch o es ."  See:
N. F ry e ,  "Verse and P r o s e ,"  in  the  P r in ce to n  E ncyclopaedia  of P o e try  
& P o e t i c s , op . c i t . , p . 890.
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of i t s  scenes ( 2 1 ) Shakespeare i s  a t te m p tin g  much in  a  r e l a t i v e l y  
s h o r t  space , w ith  th e  dom inating s u b je c t  o f  the  au d ien ce ’ s a t t r a c t i o n  
b e in g  th e  exemplary f i g u r e  o f  P e r i c l e s  -  who i s  alm ost d is p la c e d  a s  the  
c e n t r a l  fi^yire  by th e  development of Marina a f t e r  Act th r e e .  The 
o v e r a l l  tone  and th em a tic  arrangem ent o f  P e r i c l e s  i s  more p o s i t iv e  than  
n e g a t iv e ,  w ith  the  pe rvad ing  dram atic  mood g ra d u a l ly  descending  in to  a 
low p o in t  i n  Act th r e e  in  which P e r i c l e s  lo s e s  h i s  new-won b r id e  to  the  
sea and Marina i s  bo rn .  The scenes in  P e r i c l e s  are  e i t h e r  ve ry  b le ak  
or v e ry  h o p e fu l ,  w ith  a b a re  minimum o f  scenes o f f e r in g  an in d e c i s iv e  
m ixture  o f  good and bad , in  which d e c is iv e  f a c t o r s  a re  s t i l l  i n d e t e r ­
m inate and the  p r o t a g o n i s t ' s  f a t s  could  develop in  e i t h e r  d i r e c t i o n .  In  
P e r i c l e s  Shakespeaie d ev ised  a severe  d ram atu rg ica l  i n t r i c a c y  which 
n e v e r th e le s s  proved to  be t h e a t r i c a l l y  e f f e c t i v e .
The fram ing  o f  each Act w ith  John Gower’ s o b se rv a t io n s  and 
i n s t r u c t i o n s  upon the  p la y ’ s a c t io n s  h e lp s  to  c r e a te  the  e p i s o d ic a l  
c h a r a c te r  o f  P e r i c l e s . Every time t h i s  o ld  s t o r y - t e l l e r  s te p s  out o f  
the  w ings, excuses  h im se lf  f o r  i n t e r r u p t i n g  ,the  s to ry ,  and then  
c o n tin u es  to  i n t e r r u p t  .the s to r y  -  the  main a c t io n  lo s e s  i t s  t e n s io n .
On one l e v e l  t h i s  i s  a case  o f  a r t  drawing .a t t e n t io n  to  a r t ,  a s  the  
s tage  becomes a k in d  of moving p ic tu r e  g a l l e r y  w ith  Gower g u id ing  us  
through th e  e x h ib i t  of woe and wonder. On an o th e r  and r a t h e r  more 
s u b t le  l e v e l ,  th e  audience  i s  b e in g  j o l t e d  one s te p  f u r t h e r  away by
The f i g u r e s  u sed  f o r  the  t o t a l  number o f  l i n e s  in  each romance 
a re  th o se  o f F le a y  as- c o r r e c te d  by Chambers. The f i g u r e s  u sed  f o r  the  
t o t a l  number of scenes in  each romance have been taken  d i r e c t l y  from 
the A lexander t e x t  of Shalcespeare’ s complete works. In  the  case  o f  
P e r i c l e s  Gower's p ro logues  have n o t  been counted as  d i f f e r e n t  s c e n e s ^ i f  
they  were t h i s  vcould in c re a s e  the  number to  26 -  s t i l l  nex t to  the  
l a r g e s t  w ith  re g a rd  to  the  number of scenes . A f u l l  t a b u la t io n  of 
l i n e s  and scenes f o r  a l l  th e  romances w i l l  be g iven a f t e r  th e  f i r s t  
sentence on The Tempest i n  t h i s  c h a p te r .
F or more on l i n e  numbers and Act and scene d iv i s io n s  in  the  roman­
ces ,  see : E.K. Chambers, T i l l i a m  S hakespeare : A Study of F a c ts  & Prob­
lems (Oxford; Clarendon P re s s ,  l>To) -2 Vols,"^ V o l . l ,p p .2 4 3 - -7 4 j  E»h. 
Chambers, The E l iz a b e th a n  Stage (Oxford; U n iv e r s i ty  P re s s ,  1923).
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the  n a r r a t i v e  v a r i e t y  and i s  b e in g  " t r a n sp o r te d "  in to  the  world of 
romance. One moment we a re  in s id e  the  s to r y ,  the  n ex t  moment v/e a re  
o u ts id e ;  a long  w ith  the  p r o ta g o n is t  we a re  b e in g  c o n t in u a l ly  
o u tw i t te d  and a t  the  same time l e d  fo rw ard .
Gower's 'p resence  a lso  o f f e re d  S h ak e sp e a re 's  o r i g i n a l  popu lar  
audience f o r  P e r i c l e s  a v e ry  s p e c ia l  e f f e c t . T h e  B ankside and the  
borough of Southwark were dominated by Southwark C athed ra l  -  in  which 
in  a v e ry  prom inent p lace  v/as the  tomb of John Gower. Because o f  t h i s  
Gower was v i r t u a l l y  a " p a r i sh  f ig u r e "  on th e  south  s id e  of the  
E l iz a b e th a n  T h a m e s , s o m e w h a t  l i k e  a l e s s  imposing v e r s io n  of what the  
s ta tu e  o f  Lord Nelson i s  l i k e  f o r  modern Londoners. Thus when we re a d  
Prospero  as  Shakespeare in  The Tempest r e f l e c t i n g  back upon h i s  
a r t i s t i c  c a r e e r  and say ing :
. Graves a t  my command 
Have wak'd  t h e i r  s l e e p e r s ,  o p 'd ,  end l e t  'em f o r t h ,
By my so p o te n t  a r t .
( T g .V . i .48-50)
?/hen we r e f l e c t  upon th e se  l i n e s  in  connection  w ith  Gower's opening
speech in  P e r i c l e s ;
To s in g  a song t h a t  o ld  was sung.
From ash es  a n c ie n t  Gower i s  come.*
( p e r .P r o l .1 - 2 )
S h a k e sp e a re 's  aw areness o f what h i s  a r t  can accom plish ta k es  on new 
meaning. F or w i th  Gower Shakespeare has  b rought back to  the  " land  of
B e r i c l e s , o f  c o u rse ,  had i t s  p o p u la r  audience on one s ide  o f  the  
Thames and i t s  e l i t e  audience on the  o th e r  s ide  of the  Thames, as  G.E. 
B en t ley  long  ago showed. The s p e c ia l  f r i s s o n  I  am su g g es t in g  here  
about Gower's p resence  in  P e r i c l e s  a p p l ie s  e s p e c i a l l y  to  the  p o p u la r  o r  
B ankside audience  who would be c lo s e ly  acqua in ted  w ith  the  tomb upon 
the to p  o f  which l i e s  a  recumbent s ta tu e  of John Gower. For B en t ley  
see : G.E. B e n t le y ,  "Shakespeare & th e  B l a c k f r i a r ' s  T h e a tre ,"
Shakespeare Survey 1 , 1948, p p .38-56.
The p o s s i b i l i t y  of Gower b e in g  a f ig u r e  who v/as p a r t  o f the  
everyday l i f e  of S h a k e sp e a re 's  p o pu la r  audience f o r  P e r i c l e s  v/as f i r s t  
suggested  by Robert M. G a r r e t t ,  "Gower in  P e r i c l e s ,"  Shakespeare
Jahrb iich , 4 8 , 1912, pp. 13- 20.
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the l iv in g "  a  s p e c ia l  f r i s s o n  v /ith  which to  e n te r ta in  h i s  contem por­
a r i e s .  As Gower says to  th e  au d ien ce :
And th a t  to  h e a r  an o ld  man s in g  
. May to  your w ishes p le a su re  b r in g
I  l i f e  would w ish , a n d . . .
Waste i t  f o r  you, l i k e  t a p e r - l i g h t .
- ( 1 e r . P r o l .13-16)
Because a severe  Act and scene d iv is io n  i s  a  s p e c ia l  c h a r a c te r -  
417i s t i c  o f P e r i c l e s , th e  p la y  se rv es  w e ll to  i l l u s t r a t e  an a sp e c t of 
S hakespeare’ s romance s t r u c tu r in g  common to  a l l  h i s  rom ances, an 
a sp e c t which in c re a s e s  b o th  th e  a u d ie n c e 's  bev/ilderm ent and i n t e r e s t :  
the  use  of an a n a lo g ic a l ,  y e t  a p p a re n tly  random c o n tin u ity  f o r  
e v e n t s . I n  P e r ic le s  scenes tak e  p lace  which a re  n o t caused  o r 
l o g ic a l ly  p receded  by e a r l i e r '  scen es . The p lay  i s  packed w ith  com plete 
s u r p r is e s  f o r  th e  c h a r a c te r s  in v o lv ed  and th e  p lay  moves fo rw ard
417 ‘The severe  Act and scene d iv is io n s  o f P e r ic le s  a re  in h e re n t  in
the  e a r l i e s t  e d i t io n s  o f th e  p la y  -  a lth o u g h  th ey  are  no t s p e c i f ie d .  
A lexander d i v i d e s ‘th e  p lay  in to  tw enty  one d i f f e r e n t  scen es , a lth o u g h  
in  th e  I 6O9 te x t  o f P e r ic le s  on ly  one scene i s  s p e c if ie d  -r th e  "Actus 
Prium us. Scena P rim a ."  S ince th e  F i r s t  Quarto of I 6O9 i s  p o s s ib ly  a 
c o rru p t r e p o r te d  copy and th e  on ly  a u th o r i ta t iv e  te x t  o f P e r i c l e s , 
subsequen t e d i to r s  o f th e  p la y  have f e l t  j u s t i f i e d  in  m arking ou t the  
n e c e ssa ry  scene d iv is io n s .  The e a r ly  e d i t io n  o f P e r ic le s  which I  have 
examined has been: P e r i c l e s , P rin ce  o f T y re , ed .A ppleton  Morgan (New 
York: The Shakespeare S o c ie ty  of N e w  Y o rk ,I891)-"The P la y e rs  Text of 
1609, w ith  th e  T h ird  F o lio  Text o f I 663- I 664),T he Bankside Shakespeare 
Vol.XIV.
A c r i t i c a l  aw areness o f th e  u se  o f analogy to  give o v e ra l l  con­
t i n u i t y  to  S h a k e sp e a re 's  drama goes back to  th e  end o f the  n in e te e n th  
c e n tu ry , a lth o u g h  th e  use o f an a p p a re n tly  random c o n tin u ity  f o r  ev en ts  
as a complement to  t h i s  tech n iq u e  has  r a r e ly  been no ted .A s two re c e n t  
c r i t i c s  o f th e  romances (M s.C oppelia Kahn and P h y ll is  G orfa in ) have 
p o in te d  o u t ,  th e  romances (and  esp . P e r ic l e s ) are  b e s t  u n d ers to o d  s t r u c ­
t u r a l l y  a s  an example o f a non -A r is to te lia n jb io m o rp h ic  l i t e r a r y  form . 
T h e ir s t r u c tu r a l  coherence s tro n g ly  depends upon a n a lo g ie s  o f em otion 
and s u rp r is e  between th e  v a r io u s  A cts and scen es. For v a r io u s  argum ents 
about th e  use o f a n a lo g ic a l  c o h e r e n c y  in  S h ak esp ea re 's  drama see : E. 
M oulton, S h a k e s p e a r e  As A D ram atic A r t i s t , op. c i t . ,  ( I 885) ;  Henry Jam es' 
In tr o d u ction  to  The Tem pest, in  Shakespeare: The Tempest A Casebook , ed .
D .J.Palm er"^L ondon:M acm illan ,1968j , pp.79~953b.Arapson, Some V ersion s of 
P a s to ra l  (L ondon:C hatto  & H in d u s ,1935); F .F erg u sso n , The Idea oi _a 
T heatre  (P r in c e to n : U n iv e rs i ty  P r e s s ,1949)> Jnri K o tt ,  Shakespeare Our 
Contempor ary (London:Methuen & C o .L td ., 1964) j C oppelia kahn , " S tru c tu re  
& Meaning In  S h a k e sp e a re 's  P e r i c l e s ,"  op. c i t , ; P h y l l i s  G o rfa in ,"P u z z le  
& A r t i f i c e :  The R idd le  as M etapoetry  in  P e r ic l e s ," on . c i t .
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through s u c c e s s iv e ly  " accid en ta l"  and " co in c id en ta l"  happenings. A ction  
i s  added onto a c t io n  ra th er  than b e in g  s t r i c t l y  caused by a p reced in g  
a c t io n . The p lay  does not d evelop  by means o f  a lo g i c a l  e la b o r a tio n ,  
but ra th e r  the e v e n ts  happen as i f  th ey  were sp ontan eou sly  e v o lv in g .  
A lthough th ere  i s  u s u a l ly  em otional and sometimes even s e q u e n tia l  
an alogy  betw een scen es  -  the o v e r r id in g  p r in c ip le  o f  n a r r a tiv e  d evelop ­
ment i s  th a t "what happens next" does not appear to  have been  
prepared fo r  or a n t ic ip a te d  by "what comes b efo re" .
Shakespeare’ s u se  o f  su rp r ise  in  h is  romances i s  n ot com p lete ly  
d isco n n ected  from what went on in  a p rev iou s Act or scen e , th ere  i s  
u s u a l ly  an em otional p a r a l l e l  in  the p reced in g  m a ter ia l even i f  the  
preced in g  m a te r ia l d id  not cause the s u r p r ise . Shakespeare’ s romances 
are n ever so d isco rd a n t th a t some o f the su r p r is in g  ev en ts  are 
co m p lete ly  b iz a r r e  (a s  one f in d s  w ith  some o f  the a c t io n s  in  The H is­
to ry  o f  Orlando P u rio so  and o th er  exam ples o f  the e a r ly  romance 
dram as). In , f o r  in s ta n c e .  Act one, scene fo u r  o f  P e r i c l e s , which t e l l s  
o f P e r ic l e s '  voyage o f  r e t r e a t  to  Tharsus, the m atching se n sa tio n  w ith  
what has gone on in  Act one, scene th ree  i& H elican u s' th w artin g  o f  
A ntiochus' a s s a s s in  T h aliard , In t h i s  c a s e , one good a c t io n  fo l lo w s  
upon a n oth er , one which "makes sense"  because i t  f i t s  in to  an e s ta b ­
l i s h e d  em otion a l p a tte r n . 'On the immediate l e v e l  o f  audience  
exp er ien ce  the s tr u c tu r a l p a ttern s  o f  S h akesp eare's romances are  
d esign ed  to  convey em o tio n a l, in t u i t iv e  c o n t in u ity  ra th e r  than
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r a t i o n a l  c o n t in u i ty .
The f i r s t  a c t  o f P e r ic le s  o f f e r s  a f in e  example o f t h i s  a n a lo g ic a l 
y e t a p p a re n tly  random c o n t in u i ty .  Scenes one th rough  th re e  a re  l in k e d  
in  th e  n e a t c a su a l fa s h io n  o f s e q u e n tia l ' n a r r a t iv e  s t r u c tu r in g ,  
a lth o u g h  each a c tio n  i s  i s o la te d  from  th e  n ex t a c tio n  hy i l l u s t r a t i n g  a 
d i s t i n c t  m ora l. In  scene one, where "have you seen a m ighty k in g /  H is 
c h i ld  iw is  to  in c e s t  b r in g "  ( P e r . I I . P r o l .1 - 2 ) ,  P e r ic le s  d isc o v e rs  
Antiochus* crim e , th en  f l e e s  th e  scene o f th e  c rim e , and i s  pu rsued  by 
the  a s s a s s in  T h a lia rd . In  scenes two and th re e  v/here v/e see a  " b e t t e r  
p r in c e  and b en ig n  lord^ /  That w i l l  prove av/ful b o th  in  deed and word 
( P e r . I I . P r o l . 3 -4 ) ,  th e  bond o f p rin c e  and lo rd  i s  a ff irm ed  and th e re b y  
P e r i c l e s '  a s s a s s in a t io n  i s  'th w arted  and h is  s t a t e  p re se rv e d  from r u in .
B ut scene fo u r ,  th e  fam ine a t  T harsus, comes as a com plete a l ­
though g r a t e f u l ,  s u r p r i s e .  P e r ic le s  needed a secure  h id in g -p la c e  and by 
chance he found one in  T harsus, th e  s t r u c tu r e  i s  t h i s  sim ple and t h i s  
co m p lica ted . The fam ine a t  Tharsus doss n o t come as a d i r e c t  r e s u l t  of 
any a c t io n  o r  knowledge conveyed in  the  f i r s t  th re e  s c e n e s . T h e
419^ F u r th e r  examples o f  t h i s  p a t te r n  th roughou t th e  rom ances:
C^/mbeline, I I I . i i i . In tro d u c in g  B e la r iu s  and th e  boys, a confusion  
o f good news ( th e  boys a re  a l iv e )  and B e la r iu s ' c a s t ig a t io n s  a g a in s t  th e  
f a l s i t y  o f th e  c o u r t ,  and most e s p e c ia l ly ,  o f th e  f a l s e  a c c u sa tio n s  
v/hich le d  to  h i s  ov/n ru n n in g  away w ith  th e  boys -  p receded by I l l . i i .  
in  which Imogen i s  happy to  g e t th e  good news o f Posthumus' r e tu r n  and 
P is a n io  i s  co n fro n te d  w ith  b u t r e s i s t s  th e  f a l s e  a c c u sa tio n s  made ag­
a in s t  Imogen in  Posthum us' s e c re t  l e t t e r .
The w in te r 's  T a le . V. i i i . -  th e  s ta tu e  scene . This i s  som ething we 
a re  p rep a red  f o r  on ly  in  th e  p reced in g  em otional com plem entarity  o f 
V .Ü . ,  th e  reu n io n  and r e c o n c i l i a t io n  scene between Bohemia and S i c i l i a .
P e r ic le s  V .i .  P e r ic le s  d is c o v e rs  M arina, preceded by IV .v i. in  
v/hich Lysimachus undergoes a s im i la r  l i f e - a l t e r i n g  m eeting  w ith  M arina.
A lthough P e r ic le s  t e l l s  Cleon: "7;e have h eard  your m ise r ie s  as 
f a r  a s  Tyre" ( P e r . I . i v . 88) t h i s  i s  a p o l i t i c  s ta tem en t which he makes 
to  ease  h is  way in to  C le o n 's  g ra c e . H'hen speaking  to  H elicanus about 
going to  Tharsus e a r l i e r ,  P e r ic le s  malces no m ention of the  famine 
( P e r . I . i i i . l l 4 f . ) .
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a u d ien ce , a lo n g  w ith  P e r ic le s ,  i s  g r a te fu l f o r  the e x is te n c e  o f  a 
Tharsus in  fam ine to  whom P e r ic le s  can come as a sa v io u r . But Tharsus 
and i t s  s ta r v a t io n  does n o t fo l lo w  as a r e s u lt  o f  p rev ious e v e n ts .
Scene fo u r  i s  n a r r a t iv e ly  s e q u e n tia l hut not l o g i c a l l y  c o n se q u e n tia l,
Shakespeare i s  p la y in g  here on the^ aud ience’ s em otions ra th er  than 
on th e  a u d ien ce’ s sen se  o f  a reason ab le n a rra tiv e  developm ent. And, 
a f t e r  a l l ,  Gower i s  th ere  to  h e lp  u s g lo s s  over the la c k  o f rea so n s . 
Even th o u ^  e v e n ts  promise to  g e t more com p lica ted , he prom ises to  
tr y  to  so o th e  our co n fu sio n s  and a id  our un derstan d in g . He ask s u s  to  
he p a t ie n t  u n t i l  the f u l l  t a le  i s  to ld ;  "Be q u ie t  th en , as men should  
h e , /  T i l l  /P e r ic le s ^  hath  passed  n e c e s s ity "  ( P er. I I . P r o l , 6 - 7 ) ,  
R eassurance o f  a forthcom ing  e x p la n a tio n , which w i l l  n ever r e a l ly  come, 
tem p o ra r ily  le s s e n s  any r a t io n a l con fu sion  we m i^ t  have.
T his method o f  adding on themes and even ts  expands throughout the  
p la y . In A ct tw o, f o r  no o th er  reason  than the f a c t  th a t  i t  happens, 
P e r ic le s  i s  shipw recked a t P en ta p o lis  w hile  f l e e in g  the th r e a t  o f  
a s s a s s in a t io n  from A n tio ch u s’ henchman. One le a r n s  w ith  romance th a t  
one can n ev er  t e l l  in  which d ir e c t io n  the p lo t  w i l l  take the protagon­
i s t ,  The p lo t  i s  b ased  on the p r in c ip le  th a t the components o f  the  
s to r y  p a ttern  are to  be woven out o f  a m atrix  o f  chance, fo r tu n e , and 
n a tu r e . As f a r  as p o s s ib le ,  th en , what b in d s and ord ers the s to r y  
p a ttern  i s  the u n c e r ta in ty  in h eren t in  th ese  n a tu ra l f o r c e s .
The shipw reck o f  A ct two proves to  be the b eg in n in g  o f  an upward 
wave o f  su c c e s s  fo r  P e r ic le s ,  end ing in  A ct two, scene f iv e  w ith  h is  
b e th r o th a l to  T h a isa . The audience i s  a ls o  reassu red  o f  P e r ic l e s ’ 
p o s it io n  as P rince o f  Tyre w ith  the in c lu s io n  o f  scen e fo u r , in  which  
P e r ic l e s ’ enem ies are d ec la red  dead and Lord H elican u s i s  shov/n to  be 
m a in ta in in g  h i s  tru e  a l le g ia n c e  to  P e r ic le s .  A peak o f  hap p in ess i s  
now reached  in  P e r i c l e s ’ l i f e  which w i l l  not be r iv a l le d  u n t i l  the  
p la y  en d s.
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By A ct two th e method o f  adding on themes and c h a r a c t e r is t ic s  fo r  
which th e  audience i s  unprepared i s  u sed  w ith  th e developm ent o f  
P e r ic le s*  c h a r a c te r . We were never g iv en  any reason  to  b e l ie v e  th a t  
P e r ic le s  was e x c e p t io n a l when i t  came to  w arrior s k i l l s  -  in d eed  he 
f l e d  th e  th r e a t  o f  T h a liard  -  y e t  we now f in d  him w inning the hand o f  
a g r e a t k in g ’ s  daughter in  a tournament in  which he i s  g r e a t ly  over­
matched by a t  l e a s t  f i v e  f r e s h ,  w ell-arm oured k n ig h ts .  The n a r r a tiv e  
em phasized j u s t  b e fo r e  t h i s  tournament in  Act two th a t P e r ic l e s ’ 
armour was r u s ty  and h i s  appearance was more l i k e  a poor lab o u rer  
than a k n i ^ t  ( P er . I I . i . 1 1 9 ,5 3 -5 5 ) .  S t i l l ,  we accep t h i s  v ic to r y ,  
a g a in , w ith  th e h e lp  o f  Gower’ s g lo s s e s  and because t h i s  i s  a v e r y  
p le a s in g  turn  o f  fo r tu n e . Em otional demands win out over r a t io n a l  
demands, the romance m u lt iv e r se  co n tin u es  to  expand.
A ct th ree  com bines th e a c t i v i t i e s  o f  T haisa and P e r ic le s  w ith  the  
baby M arina. A gain , a c c id e n t d ic t a t e s  the dom inating a c t io n  a s  
P e r ic le s  and T haisa  run in to  an u n fo rseen  storm a t  s e a , T haisa  
ap p aren tly  d ie s  in  th e m idst o f  i t  and i s  b u ried  a t  s e a . T his  
d is a s t e r  i s  then  co u n tera cted  w ith  th e scene o f  T h a isa ’ s r e s to r a t io n  
( P er . I I I . i i . ) ,  P e r ic le s *  s a fe  a r r iv a l  a t  Tharsus ( P er. I I I . i i i . ) and 
T h aisa ’ s  s e q u e s te r in g  h e r s e l f  away in  the s a fe ty  o f  the nunnery a t  
Ephesus ( P er . I I I . i v . ) .  Like Act on e , an ap p aren tly  d is a s tr o u s  ev en t in  
a v e r y  n e g a t iv e  f i r s t  scen e has been fo llo w e d  by p o s i t iv e  scen es o f  
rea ssu ra n ce . The reassu ran ce  (g o o d , s k i l f u l  Cerimon and h is  " se c r e t  
a r t ,"  P e r . I I I . i i . 3 2 ) appeared out o f  nowhere, a lon g  w ith  th e con v en ien t  
r e s t in g  p lace  o f  D iana’ s  tem p le . Commensurate w ith  an em otion al or  an 
i n t u i t i v e  demand on th e  p art o f  the a u d ien ce , Shakespeare adds on 
in c id e n ts  n ot caused  by any p rev io u s  a c t io n .
A ct fo u r  soon d e p r e sse s  our hopes as M arina, now fo u r te e n , i s  
f i r s t  a lm ost k i l l e d  by D ion ysa ’ s henchman, then i s  captured  by p ir a te s  
( P e r . I V . i . ) , and lo ck ed  away in  a b r o th e l in  M ytilen e ( P er. I V . i i . ) .
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Dionyza* s tr e a c h e r y , f o r  which we were unprepared hut f o r  which we soon  
f in d  the m o tiv a tio n  o f  j e a lo u s y , i s  u n d er lin ed  in  the n ext scene  
( P er . I V , i i i ) , and th en  P e r ic le s  r e c e iv e s  th e had news about M arina’ s  
"death" and g iv e s  h im s e lf  up to  wandering ( P er . I V . i v ) .  The a c t io n  
f i n a l l y  r e s t s  in  M ytilen e where M arina’ s lu ck  has tu rn ed , c e r ta in ly  
beyond e x p e c ta t io n , by c o n v e r tin g  la s c iv io u s  men in to  v ir tu o u s  men 
from h er rooms in  a whore house ( P er .I V .v ) .  F in a l ly  she secu res  a 
c le a n  l i v i n g  o u ts id e  th e b r o th e l ,  a l t h o u ^  she i s  s t i l l  owned by the  
madam ( P er . I V .v . ) .
Why "the g rea t p ir a te  V aldes" ( P er . I V . i . 9 8 .)  and h i s  men showed 
up in  th e  b eg in n in g  o f  A ct fo u r , abducted M arina, so ld  h er in  
M y tile n e , and d isap p eared  n ever  to  be seen  a ga in  i s  a p ie c e  o f  
a c c id e n ta l ,  n a rra tiv e -fo rw a r d in g  s ta g e  c r a f t  th a t comes w ith ou t cause  
and d isa p p ea rs  w ith ou t rea so n . O b v iou sly , to  th o se  who have read  th e  
work tw ic e ,  Shakespeare wanted to  g e t  Marina in to  the whore house in  
M ytilen e  -  b u t why u se  som ething a s  pronounced as  "the g rea t p ir a te  
V aldes"? VJhen an elem ent which prom ises to  be dom inating e n te r s  in to  
th e  n a r r a t iv e  and th en  i s  su b seq u en tly  d ism isse d , a g a in s t  our 
e x p e c ta t io n s ,  a s  som ething which i s  o n ly  in c id e n ta l  or even somewhat 
absurd , then  our dram atic e x p e c ta t io n s  are b e in g  d e l ib e r a t e ly  u n d ercu t. 
In s h o r t , th e  a r t i f i c i a l  d isson an ce  o f  th e romance s tru c tu re  i s  b e in g  
e s ta b l is h e d .  The s tr u c tu r e  o f  Shakespeare’ s romances i s  in t e n t io n a l ly  
am azing, b u i l t  to  c r e a te  aud ience astonishm ent and d e l ig h t .  "Here’ s  
a maze tr o d , in d eed , j  Through fo r t h - r ig h t  and meanders I" ( T p .I I I .  
i i i . 2 - 3 . )  a s  Gonzalo r ig h t ly  says o f  h i s  own romance e x p e r ie n c e s  in  
The Tem pest.
A ct f i v e  o f  P e r ic l e s  ascen d s in  th ree  g rea t b u r s ts  o f  h a p p in e ss , 
P e r ic l e s ’ reu n ion  w ith  Marina ( P er . V . i . ) ,  P e r ic le s*  f e s t i v e  r e c e p t io n  
in  M ytilen e  and M arina’ s b e tr o th a l to  Lysimachus ( P er . V . i i . ) ,  and th e  
f i n a l  a n tic lim a x  o f  P e r ic le s*  reu n ion  w ith  T haisa  ( P e r . V . i i i . ) .  The
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e m p h a s e s  i n  A c t  f i v e  a r e  r e m a r k a b l y  d i s p r o p o r t i o n a t e .  T h e  f i r s t  s c e n e  
i s  s o  p o w e r f u l  t h a t  i t  i s  r e m i n i s c e n t  o f  t h e  r e u n i o n  s c e n e  b e t w e e n  
L e a r  a n d  C o r d e l i a ,  t h e  s e c o n d  s c e n e  i s  a  q u i c k ,  d e s c r i p t i v e  s n i p p e t  
f r o m  G o w e r ,  a n d  t h e  t h i r d  s c e n e  u s h e r s  i n  a n d  o u t  t h e  t w o  h a p p y ,  
f i n a l l y  u n i t e d  c o u p l e s .  T h e n  G o w e r  e n t e r s ,  l i s t s  f i v e  m o r a l s ,  a n d  
r u s h e s  a w a y .  " H e r e  o u r  p l a y  h a s  e n d i n g "  ( P e r . V . i i i . l 0 3 . ) .  T h e  p l a y  
s t o p s  b u t  t h e  a u d i e n c e  h a s  a  f e e l i n g  o f  b e i n g  " l e f t  h a n g i n g " .  O n e  i s  
f o r c e d  t o  d r a w  t h e  r a t h e r  b l a n k  c o n c l u s i o n  a b o u t  t h e  p l a y ' s  " c o n c l u s i o n "  
t h a t ,  a s  o n e  o f  t h e  f i s h e r m e n  s a i d  e a r l i e r  i n  t h e  p l a y ,  w e l l ,  " t h i n g s  
m u s t  b e  a s  t h e y  m a y "  ( P e r . I I . i . 1 1 1 - 1 1 2 ) .
Y e t  o n e  c a n n o t  c o m p l a i n  t h a t  S h a k e s p e a r e  l e f t  t h e  a u d i e n c e  
u n p r e p a r e d  f o r  t h i s  r e m a r k a b l y  u n e v e n  c o n c l u s i o n .  H o w  d o e s  o n e  c r e a t e  
a  s o l i d  e n d i n g  i n  a  w o r l d  w h e r e  y o u  c a n  b e  w a s h e d  u p  n a k e d  o n  t h e  
b e a c h  o f  a  s t r a n g e  c o u n t r y  o n e  d a y  a n d  a  f e w  d a y s  l a t e r  b e  t h e  s o n - i n -  
l a w  o f  t h a t  s t r a n g e  c o u n t r y ' s  k i n g ?  A c t  f i v e ,  s c e n e  o n e  o f  P e r i c l e s  
a n d  A c t  f i v e ,  s c e n e  t h r e e  a r e  a n  e s p e c i a l l y  p e r p l e x i n g  m i x t u r e .  A c t  
f i v e ,  s c e n e  o n e  h a s  a l l  t h e  p o w e r  o f  a  s y m p h o n i c  f i n a l e .  I n  i t  
P e r i c l e s  c r o s s e s  o v e r  t h e  t h r e s h o l d  f r o m  d i s p o n d e n t  m a d n e s s  t o  l i f e -  
g i v i n g  j o y  a n d  M a r i n a  i s  " r e b o r n "  a s  h e r  f a t h e r ' s  c h i l d .  A c t  f i v e ,  
s c e n e  t h r e e  c o m e s  a s  l i t t l e  m o r e  t h a n  a  c o d a  t o  t h e  w h o l e  p l a y  -  
a l t h o u ^  S h a k e s p e a r e  t r i e s  t o  r e l a t e  i t  f i r m l y  t o  t h e  b a s i c  s t r u c t u r e  
o f  t h e  t o t a l  c o m p o s i t i o n  b y  r e u n i t i n g  P e r i c l e s *  w h o l e  f a m i l y  a n d  
r e l a t i n g  t o  t h e  a u d i e n c e  t h e  f a t e  o f  t h o s e  c h a r a c t e r s  w h o  w e r e  
u n a c c o u n t e d  f o r  u p  u n t i l  t h i s  p o i n t .  B u t  t h i s  c o d a  d o e s  n o t  h e i g h t e n  
t h e  i m p r e s s i o n  o f  f i n a l i t y .  I t  d r a w s  o u t  a n d  l e s s e n s  t h e  e m o t i o n a l  
i m p a c t  o f  t h e  e n d i n g .  B u t  t h e n  G o w e r  w a r n e d  u s  a b o u t  r o m a n c e  p o e t i c s ,  
i n  r o m a n c e  o n e  c a n :
l o n g e s t  l e a g u e s  m a k e  s h o r t ;
S a i l  s e a s  i n  c o c k l e s ,  h a v e  a n  w i s h  b u t  f o r ' t ;
M a k i n g ,  t o  t a k e  o u r  i m a g i n a t i o n .
F r o m  b o u r n  t o  b o u r n ,  r e g i o n  t o  r e g i o n .
( P e r .I V . iv .1 -4 )
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The s tr u c tu r e  was b u i l t  to  a p a tte r n  o f  need  and a c c id e n t ,  and by an 
a p p a ren tly  a r b itr a r y  arrangement o f  fo rtu n e  the p lay  en d s.
One l a s t  p o in t about P e r ic le s  b e fo r e  we move on to  Cym belinet 
which i s  th a t  i f  th e cu rren t d a t in g  f o r  P e r ic le s  (1 6 0 7 -1 608) i s  
c o r r e c t ,  and i f  in  term s o f  dram atic e f f e c t iv e n e s s  and th em atic  
c o n t in u ity  one f in d s  th a t  P e r ic le s  makes up a uniform  whole (w hether  
due to  S h ak esp eare's  rev is io n -w o rk  or a c tu a l w r it in g )  -  then  one may 
conclude th a t  P e r ic l e s  i s  s t r u c t u r a l ly  d i f f e r e n t  from an yth in g  
Shakespeare produced up u n t i l  t h i s  p o in t in  h i s  c a r e e r . The c r u c ia l  
d if fe r e n c e  betw een S h ak esp ea re 's  e a r l i e r  work and P e r ic le s  i s  th a t  
never  b e fo r e  d id  Shakespeare attem pt to  r e la t e  th e p a r ts  o f  h i s  p lay  
to  one an oth er over such a la r g e  space o f  tim e. The c l o s e s t  he ev er  
got to  t h i s  was when he con ta in ed  th e  le n g th  o f  a few  weeks or months 
in  a p la y  in  order to  ex ten d  th e a c t io n  over geograp h ica l d is ta n c e s  and 
to  in c lu d e  im portant in c id e n t s ,  such as th e tim e which e la p s e s  in  Hamlet 
betw een th e  f i r s t  and second A ct, o r  betw een th e tim e Hamlet le a v e s  
E ls in o r e ,  i s  captured  by p ir a t e s ,  and r e tu rn s  a d if f e r e n t  man betw een  
the en d in g  o f  th e  fo u r th  and th e  b eg in n in g  o f  th e  f i f t h  A ct; or such
a s  th e  tim e taken  in  A l l s  W ell That Ends W ell to  exten d  the a c t io n  from
R o u s illo n , P a r is ,  F lo r e n c e , and M a r s e i l le s .  Indeed , in  h i s
h i s t o r i c a l  dramas -  where one m ight have exp ected  la r g e  gaps o f  tim e -
Shakespeare worked to  com press tim e ra th er  than exten d  i t .
The reason  f o r  t h i s  new s tr u c tu r a l method in  P e r ic l e s , a method 
rep ea ted  in  one way or  another in  each  o f  th e  rom ances, i s  because o f  
a s p e c ia l  in te r tw in in g  o f  s tr u c tu r e  and theme in  S h ak esp eare's  rom ances. 
H is romances are v e r y  much concerned w ith  th e  f u l ln e s s  o f  tim e and th e  
s a lu ta r y  e f f e c t  o f  younger g e n e r a tio n s  upon o ld e r  g e n e r a t io n s . Tempus 
pm inia r e v e la t , "time r e v e a ls  a l l  th in g s"  and b r in g s  a l l  th in g s  to  
f u l ln e s s  in  S h ak esp eare's  rom ances. Because th ere  i s  enough t im e ,  
fo r tu n e  may r e u n ite  sep a ra ted  f a m i l i e s ,  the j u s t  may be rew arded, and
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" h o m e "  m a y  e v e n t u a l l y  h e  r e a c h e d .  B e c a u s e  t h e i r  l i f e s p a n  i s  n o t  c u t  
s h o r t  a n d  t i m e  e x i s t s  i n  a b u n d a n c e  f o r  S h a k e s p e a r e ' s  r o m a n c e  
w a n d e r e r s  t h e  p o s s i b i l i t y  o f  f u l f i l m e n t  i s  n e v e r  r e m o v e d .  N o  m a t t e r  
h o w  l o n g  t h e y  m u s t  w a i t  t o  a c h i e v e  t h e i r  f u l f i l m e n t ,  t h e y  e x i s t  i n  a  
m e d i u m  o f  p r o m i æ a n d  h o p e .
Cymheline
Cymheline has th e g r e a te s t  number o f  l i n e s  (3 ,3 3 9 )  and scen es  (2 7 )  
o f  th e  fo u r  rom ances, w ith  th ree  tim es a s  many scen es and one and a 
h a l f  tim es th e number o f  l i n e s  a s  The Tempest. The dom inating su b je c t  
o f  th e  a u d ie n c e 's  a t t e n t io n  i s  a t  f i r s t  King Cymheline y/ho i s  q u ic k ly  
o f f s e t  by  th e  w andering f ig u r e  o f  Imogen. One major in c id e n t  a f t e r  
an oth er comes a s  a su r p r ise  to  th e c h a ra c te rs  in v o lv e d  in  Cym heline, 
w h ile  th e  o v e r a l l  tone and th em atic  arrangement o f th e  p la y  i s  more 
n e g a t iv e  than p o s i t i v e .  Indeed , A .C .B radley c a te g o r iz e d  Cymheline and 
The W in ter 's  T ale a s  the two d a rk est o f  S h ak esp eare's rom ances, a s  
" d r a m a s...w h ich .• • seem d e s t in e d  to  end t r a g ic a l ly ,  but a c tu a lly  end 
o t h e r w i s e . T h e  pervad ing dram atic mood in  Cymheline d escends in to  
two m ajor d ep ress io n  p o in ts  in  Act two and A ct fo u r , in  w hich, 
r e s p e c t iv e ly .  Posthumus i s  d e c e iv e d  by lach im o, and Imogen "dies"  and
T h e  r e a s o n  w h i c h  B r a d l e y  g a v e  f o r  w h y  t h e y  d o  n o t  e n d  t r a g i c a l l y  
i s  " l a r g e l y  / d u e /  t o  t h e  f a c t  t h a t  t h e  p r i n c i p a l  c h a r a c t e r s  f a i l  t o  
r e a c h  t r a g i c  d i m e n s i o n s . "  T h e  d a r k  m o o d  o f  C y m h e l i n e  m a y  a l s o  
a c c o u n t  f o r  i t s  i n c l u s i o n  w i t h  t h e  t r a g e d i e s  i n  t h e  F i r s t  F o l i o *  F o r  
B r a d l e y  s e e ;  S h a k e s p e a r e a n  T r a g e d y  ( L o n d o n ;  M a c m i l l a n ,  p b . r p t .  1 9 7 l ) ,  
p. 14*
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reawakens a lo n g s id e  th e  h e a d le s s  C lo ten  who she th in k s  i s  
422Posthumus. In  P e r ic le s  Shakespeare u sed  a d if f e r e n t  rhythm in  
which a f f a i r s  g r a d u a lly  worsened in t o  Act th r e e ,  w hereas Cymheline 
fo l lo w s  a much ch op p ier  rhythm s in c e  i t  i s  s t r u c tu r a l ly  d iv id e d  hy  
two g rea t em otion a l d e p r e s s io n s . *’
The number o f  d is r u p t iv e  s u r p r is e s  in  Cymheline seem n ev er -  
en d in g . Tîho would have t h o u ^ t  th a t  B e la r iu s  and Cymheline* s sons  
were a l iv e  and w e ll  in  th e  Welsh w ild er n e ss?  C er ta in ly  not King 
Cymheline or h i s  cunning Queen, c e r t a in ly  n o t t h e ir  s i s t e r .  From A ct 
one, scen e on e , we were le d  to  b e l ie v e  th a t th ey  were s to le n  co m p lete ly  
away tw en ty  y e a r s  b e fo r e  th e  p la y  began . And what caused  Imogen to  
" ju st  happen to"  run in to  her b r o th e r s  in  Wales? The audience which  
s e e s  the p la y  f o r  th e  f i r s t  tim e knows why she. was th e r e , b e in g  on her  
way to  M ilfo rd  Haven to  sue Caius L ucius f o r  h e lp , but t h i s  reason  f o r  
h er  p resen ce i s  n o t th e  l o g i c a l  cause o f  her d isc o v e r y  o f  h er  b r o th e r s .  
The d is c o v e r y  i t s e l f  ( Cym. , I I I . v i , 4 5 f « )  i s  p le a s in g  and o f f e r s  a scene  
o f  em otion a l rea ssu ran ce  -  b o th  f o r  th e  audience and f o r  Imogen -  in  
o p p o s it io n  to  h er  f e a r f u l  scen es  o f  wandering ( C y .,1 1 1 . i v . 1 5 0 -1 9 2 ; v i .  
1 - 2 ? ) .  Once a g a in , a c c id e n t forw ards th e  n a r r a tiv e  and major in c id e n ts  
are added s u r p r is e s .  Shakespeare u s e s  a p a ttern  o f  an a n a lo g ic a l y e t  
a p p a ren tly  random c o n t in u ity  f o r  e v e n ts .
422 In  d e t a i l :  Act two b e g in s  a s  C loten  i s  framed by the two Lords 
as a p o ten t f o o l  and c o n d it io n s  a t cou rt are d is c lo s e d  a s  t e r r i b l e ( i ) ,  
then fo l lo w s  Im ogen 's bedroom scen e ( i i ) ,  C loten*s serenade end 
Im ogen's harassm ent ( i i i ) .  Posthumus' d ecep tio n  in  Home by lachim o ( i v ) ,  
and P ost humus' r a n tin g  and ra v in g  about Im ogen's i n f i d e l i t y  ( v ) .  Act 
fo u r  b e g in s  w ith  th e  a r r iv a l  o f  C lo ten  in  Wales ( i ) ,  then  con es  
Cloten* s a c tu a l d eath  a t  the hands o f  G uiderius and Imogen* s apparent 
death  because o f  h er  s tep -m o th er 's  p o ison  -  which s h i f t s  in to  
Im ogen's grotesq u e awakening by C lo ten *s h e a d le ss  c o rp se . Im ogen's 
fo r tu n e  b e g in s  to  change a f t e r  she i s  taken in to  th e p r o te c t io n  o f  
C aius L ucius ( i i ) .  Back a t  cou rt Cymheline prepares f o r  war, but 
g r ie v e s  over th e d isappearance o f  Imogen and C lo ten , and h i s  Q ueen's 
d esp era te  i l l n e s s  ( i i i ) .  The a c t  ends on an u p-sw ing  a s  A rviragus and 
G uiderius lo c k  forw ard to  b a t t l e  ( i v ) .
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Shakespeare u sed  th e  method o f  adding on c h a r a c t e r is t ic s  f o r  which
the audience was unprepared o n ly  once w ith  P e r ic l e s ,  when he has h i s
sudden and com plete v ic t o r y  over th e  f i v e  w ell-arm oured k n ig h ts  in  Act 
two o f P e r i c l e s . Shakespeare a ttem p ts to  d evelop  Posthumus' ch a ra cter  
in  a s im ila r  way and he f a i l s ,  producing ih  Posthumus an incon gru ou s, 
u n a t tr a c t iv e  p e r s o n a lity .  From th e  b eg in n in g  o f  Cymbeline the audience  
was g iv e n  no reason  to  ex p ect th a t  t h i s :
sample to  the y o u n gest; to  th ' more mature 
A g la s s  th a t  fe a te d  them; and to  th e graver  
A c h i ld  th a t  gu ided  d o ta rd s.
( Cym. I . 1 . 48- 30)
would succumb to  such  an o b v io u s ly  f o u l  t r i c k s t e r  as lach im o. I t  
cou ld  be no more incongruous -  w ith  what th e  audience saw and was le d  
to  b e l ie v e  about Posthumus and Imogen in  A ct one -  th a t  Act two should  
end w ith  Posthumus o rd er in g  Im ogen's death  and g r a p h ic a lly  im agin ing  
h er welcom ing th e  m ounting o f  lachim o " lik e  a f u l l - a c o m 'd  b oar , a 
German one /  / w h i c ^  C ried  '0 ! '  and mounted " ( Cym. I I . v .  16-1?)*
Judging s o l e l y  by  the developm ent o f  Posthumus, one cou ld  agree w ith  
Johnson th a t  th e  "many j u s t  s e n t im e n t s . . .a n d . . .p le a s in g  scenes"  o f  
Cymbeline "are o b ta in ed  a t  th e  expense o f  much in c o n g r u ity .
A sen se  o f  c o n tr a d ic to r y  e lem en ts comes th ic k  and f a s t  in  
Cym beline. Shakespeare v/as b e in g  much l e s s  ca u tio u s  w ith  h i s  u se  o f  
th e romance s tr u c tu r e  than he was in  P e r ic le s  and, to  th e d etrim ent  
o f  c h a ra c te r  and n a r r a t iv e  developm ent, i t  shows. An odd, 
u n sy n th es ize d  e c le c t ic is m  o f  themes and d e v ic e s ,  and a d e lig h t  in  th e  
phenomenon o f  s u c c e s s iv e ly  c o n tr a d ic to r y  em otions a cce n tu a te s  a 
f e e l i n g  f o r  th e  u n r e so lv e d , u n p r ed ic ta b le  q u a l i t i e s  o f  l i f e  in  
Cym beline. The p la y 's  m ixture o f  dark, grotesque moods, a s  w ith
Samuel Johnson, "Notes 'C ym b elin e ', in  Dr. Johnson On
Shakespeare, op . c i t . . p .136 .
(230)
Posthumus* s o l i lo q u y  a t  th e end o f  A ct two or when Imogen wakes up  
b e s id e  th e h e a d le s s  C lo ten , and d e l i c a t e ,  flo w ery  moods, a s  w ith  
Im ogen's "death" scen e in  A ct fo u r , r e s u l t s  in  a p la y  where 
Shakespeare a ttem pted  much w ith  a l i t e r a r y  form he was b eg in n in g  to  
understand but one over  w hich he d id  n o t y e t  have f u l l  c o n tr o l.
W ithout th e  v i t a l  and n a tu ra l c h a ra c te r  o f  Imogen to  serve  a s  a 
th read  b in d in g  th e p la y 's  d iv e r g in g  e lem en ts Shakespeare would have 
la ck ed  a l l  c o n tr o l over th e  romance s tr u c tu r e  in  Cym beline. As the  
audience fo l lo w  h er  w anderings, c h a ra c te rs  and themes are woven 
to g e th e r  which m ight have o th erw ise  n ever m et. She b e lo n g s  to  th a t  
s t r a in  o f  "w arrior dam sels" which one f in d s  in  romance a s  f a r  back  
as C h a r ic lea  in  th e  A e th io p ic a , which A r io s to  developed  in  th e  
c h a ra c te r  o f  th e  two fem ale w a rr io rs  Bradamant o f  Clairmont and 
R u g g iero 's  s i s t e r  M arfisa  in  th e  Orlando P u r io so . L ike th ese  "warrior 
dam sels" Imogen i s  a Diana f ig u r e  who resem b les a male in  h er  s tr e n g th ,  
rem ains c h a s te ,  h as about h er  ch a ra c te r  som ething o f  th e  h u n tr ess  
(" I  am s o ld ie r  to ,"  she says  o f  h e r s e l f ,  Cym. I I I . i v . 1 8 2 ) , and i s  th e  
dom inantly  r e s i l i e n t  f ig u r e  in  any t a l e  in  which she appears. Once 
Shakespeare d evelop ed  a Diana f ig u r e  i t  would be n a tu ra l f o r  her to  
be an i n f l u e n t i a l ,  shap ing  p art o f  th e  n a r r a t iv e , to  h e lp  g iv e  
Cymbeline an a ir  o f  g e n t i l i t y  and s o f tn e s s  and, because o f  her  
a g g r e s s iv e  p u rsua l and d efen se  o f  h er  id e a l s ,  h e lp  to  b ind  th e  w id e-  
ran g in g  s tr u c tu r e  o f  th e  p la y .
V/hile P e r ic le s  s e t s  th ree  n a r r a tiv e  stran d s in  a c t io n ,  the  
s to r y  o f  P e r ic le s  and h i s  cou rt o f  Tyre, the s to r y  o f  P e r ic le s  and 
h is  w ife  T h a isa , th e  s to r y  o f  P e r ic le s  and M arina, Cymbeline has fo u r  
d i s t in c t  n a r r a t iv e  s tra n d s: th e  s to r y  o f  Imogen and Posthumus, th e  
s to r y  o f  K ing Cymbeline and h is  Queen, th e  s to r y  o f  B e la r iu s ,
Guide r iu s ,  and A rv ira g u s, and the s to r y  o f  th e  Roman in v a s io n  o f  
B r ita in  under th e  le a d e r sh ip  o f  Caius L u ciu s. A l l  o f  th e se  s t o r i e s
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in t e r a c t ,  o f  c o u r se , a s  w e ll  a s  r e la t in g  in  a s p e c ia l  way to  Shalces- 
p e a r e 's  c h o ic e  o f  so u r c e s . From h i s  source m a te r ia ls  f o r  Cymheline 
Shakespeare d e r iv e d  an urbane and ir o n ic  t a l e  o f  supposed i n f i d e l i t y  
(from  B o c c a c c io , backed up by Frederyke o f  Jennen) , a v e in  o f  r u s t ic  
heroism  (from  the t a l e  o f  th e  S c o t t is h  farm er and h i s  son s by  
H o lin sh e d ), and an h i s t o r i c a l ,  m il i t a r y  n a r r a tiv e  th read  (on ce  again  
from H o lin sh e d ). He then  in c r e a se d  h i s  urbane m a ter ia l by ord erin g  
the s to r y  o f  th e  w ager, and o f  th e  whole p la y  a s  w e l l ,  around King  
Cym beline*8 c o u r t . The r u s t i c  m a te r ia l he developed  as th e o th er  h a lf  
o f  th e  E liza b eth a n  co u rt and country  dichotom y. He then  b in d s th ese  
m a te r ia ls  w ith  v io le n c e :  war.
The in c lu s io n  o f  a s to r y  o f  war serv es  S h ak esp eare's  ends 
q u ite  n i c e ly  in  Cymbeline (on ce  he has e s ta b lis h e d  th e wager s to r y ,  
th e co u rt in t r ig u e s ,  and th e t a le  o f  th e  k in g 's  ch ild r e n  l i v i n g  in  
th e  w ild e r n e ss )  b ecau se a s t a t e  o f  war provokes b e l ie v a b le ,  y e t  
u n p r ed ic ta b le  and o th erw ise  u n l ik e ly  s i t u a t io n s .  Thus lachim o and 
P ost humus come back to  B r ita in  w ith  th e  Roman f o r c e s ,  Imogen " jo in s  
up" a s  a p erso n a l a tten d a n t upon Caius L u ciu s, B e la r iu s  and th e  k in g 's  
boys are d riven  ou t o f  th e  woods, and a ch a in  r e a c t io n  o f  e v e n ts  
b e g in s  which w i l l  cu lm inate in  A ct f i v e ,  scene f i v e  o f  Cr^mibeline, 
th e com plex reun ion  sc e n e .
The o rd er in g  o f  prominent e v e n ts  in  Cym beline, n o ta b ly  the  
p o s it io n in g  o f  th e  epiphany and the le n g th y , complex denouement, 
r e la t e  sm oothly to  th e  p la y 's  b a s ic  theme o f  a " v is io n  o f  s tr ic k e n  
in n ocen ce w hich tr iu m p h an tly  r e s to r e s  i t s e l f  and redeems i t s  
e n e m i e s . T h e  epiphany which Posthumus e x p er ien ces  i s  p la ced  where 
i t  i s  in  Act f i v e ,  scene fo u r , f o r  a ra th e r  p arad ox ica l rea so n . By 
t h i s  tim e in  C ym beline, Imogen and Posthumus have a lrea d y  proved t h e ir
Donald A. S ta u f fe r ,  S h ak esp eare's  World o f Im ages, o p . c i t . ,
p . 390.
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l o v e ;  i n  a  s e n s e  t h e y  h a v e  a l r e a d y  " f o u n d "  e a c h  o t h e r  h y  r e a l i z i n g  t h e  
v a l u e  a n d  i n t e g r i t y  o f  t h e i r  l o v e .  P o s t h u n r u s  h a s  r e g a i n e d  h i s  
i n n o c e n c e ,  i n  t h e  o p i n i o n  o f  t h e  a u d i e n c e ,  b e c a u s e  w e  k n o w  f i r s t  o f  
a l l  t h a t  h e  i s  n o t  g u i l t y  o f  I m o g e n ' s  d e a t h ,  a n d ,  s e c o n d l y ,  b e c a u s e  
w e  h a v e  s e e n  h i m  s u f f e r  f o r  h i s  s u p p o s e d  w r o n g  u p  u n t i l  t h e  p o i n t  w h e r e  
h e  w i s h e s  h i m s e l f  d e a d  -  e i t h e r  o n  a  b a t t l e f i e l d  o r  b y  a  h a n g m a n ' s  
n o o s e .
Y e t ,  a s  i n  a l l  o f  S h a k e s p e a r e ' s  r o m a n c e s ,  u l t i m a t e l y  a  g r e a t e r  
f o r c e  i s  n e e d e d  t o  h e l p  t h e  p r o t a g o n i s t s  a c h i e v e  t h e i r  l o n g e d - f o r  
e n d i n g ,  f o r  t h e i r  v i r t u e  a n d  i n n o c e n c e  t o  b e  t r i u m p h a n t .  B e  t h i s  
g r e a t e r  f o r c e  c h a n c e ,  p r o v i d e n c e ,  i n t u i t i o n ,  c o i n c i d e n c e  o r  J u p i t e r  
h i m s e l f ;  s o m e t h i n g  m u s t  c o m e  t o  t h e  p r o t a g o n i s t s  i n  S h a k e s p e a r e ' s  
r o m a n c e s  f r o m  o u t s i d e  o f  t h e m ,  s o m e t h i n g  w h i c h  i s  e x t e r n a l  t o  t h e i r  
s u f f e r i n g ,  i s o l a t e d  i n d i v i d u a l i t y .  B u t  t h i s  f o r c e  o n l y  a p p e a r s  t o  
t h e  p r o t a g o n i s t s  o n c e  t h e y  h a v e  p r o v e d  t h e i r  w o r t h .  T h e y  m u s t  h a v e  
b e e n  i n f l i c t e d  w i t h  g r e a t  s u f f e r i n g  ( " w h o m  b e s t  I  l o v e  I  c r o s s , "  s a y s  
J u p i t e r ,  C y m . , V . i v . l O l ) ,  a n d  t h e y  m u s t  l a m e n t  t h e i r  s u f f e r i n g s  
( " m o u r n  t h y  c r o s s e s , "  s a y s  D i a n a  t o  P e r i c l e s ,  P e r .  , V .  i . 2 4 3 ) .  T h u s  
t h e  e p h i p h a n y  i s  p l a c e d  w h e r e  i t  i s  i n  C y m b e l i n e  b e c a u s e  P o s t h u m u s  
h a s  o n l y  p r o v e d  h i s  w o r t h  b y  t h i s  p o i n t  a n d  t h i s  i s  t h e  t i m e  f o r  t h e  
g o d s  t o  s h o w  t h e i r  g r a c e .
T h e  l e n g t h y ,  c o m p l e x  d e n o u e m e n t  i n  C y m b e l i n e  f o l l o w s  a s  a  
n e c e s s a r y  s t r u c t u r a l  c o m p l e m e n t  t o  t h e  p l a y s  b a s i c  t h e m e  o f  
r e s t o r a t i o n  a n d  r e c o g n i t i o n .  I t  i s  S h a k e s p e a r e ' s  i n t e n t i o n  t o  
i m p r e s s  t h i s  i d e a  u p o n  t h e  a u d i e n c e  b y  t h e  t h e a t r i c a l  m a n i f e s t a t i o n  o f  
a c t i o n s  -  b y  t h e  d r a w n - o u t  p r o c e d u r e  o f  k n o w i n g  t h e  t r u t h  a b o u t  o n e ' s  
s e l f  a n d  o t h e r s .  T h e  c h a r a c t e r  o f  C y m b e l i n e  h i m s e l f  i s  c r u c i a l  
h e r e ,  a s  h e  m u s t  r e c o g n i z e  t h e  t r u e  n a t u r e  o f  h i s  w i f e ,  h i s  s t e p - s o n ,  
h i s  d a u g h t e r ,  h i s  s o n s ,  a n d  h i s  o l d  g e n e r a l .  T h i s  s c e n e  d o e s  n o t  
r e c a p i t u l a t e  w h a t  h a s  g o n e  o n  i n  t h e  r o m a n c e ,  a s  t h e  e n d i n g  o f
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P e r ic le s  d id  w ith  Gower's summary ( P e r . , V .1 1 1 .8 6 -1 0 3 );  I t  s o lv e s  and 
renew s. In  th e end ing o f  Cymheline Shakespeare i s  moving c lo s e r  to  
a c h ie v in g  th e k in d  o f  harmony betw een s tr u c tu r e  and theme which he w i l l  
a ch iev e  in  a v i r t u a l ly  m iracu lou s fa sh io n  v /ith  the ending o f  The 
Winter* s T a le .
The W in ter 's  Tale
The Winter* s T ale i s  n ex t to  th e  la r g e s t  o f  th e  fo u r  romances in
the number o f  i t s  l i n e s  ( 3 , 0 7 4 ) ,  w h ile  th e  number o f  i t s  scen es  ( 1 5 )
are n e x t to  th e f e w e s t .  The dom inating su b je c t  o f  aud ience a t te n t io n
i s  n o t one b u t two c h a r a c te r s , b e in g  King L eontes through A cts  one to
th ree  and P e r d ita  in  Act fo u r ,  w h ile  in  A ct f i v e  L eontes and P e r d ita
share aud ience a t t e n t io n  in  scene on e , scene two i s  dom inated by
A u to lycu s and scene th r e e  s h i f t s  aud ience fo c u s  from L eontes and
425P e r d ita  to  th e  "reborn" Hermione. ^ Shakespeare i s  u s in g  a p a ttern  
in  *nie Winter* s T ale o f  fo c u s in g  f i r s t  on the fa th e r  and then  th e  
daughter which he f i r s t  u sed  w ith  P e r ic le s  and Marina in  P e r i c l e s , 
a lt e r e d  o f  cou rse by  the re tu rn  o f  Hermione in  the p la y 's  l a s t  scene  
(a  combined and much s tr o n g e r  v e r s io n  o f  T haisa*s "return to  l i f e "  
from P e r . I I I . i i .  and V . i i i . ) .  In  t h i s  f in a le  to  The 7/inter* 5 T ale  
b o th  K ing L eon tes and P e r d ita  are overshadowed by Hermione*s t o t a l l y  
u n exp ected  r e tu r n , whom b o th  th e audience and th e  ch a ra c te rs  in v o lv e d
A co n cen tra ted  a n a ly s is  o f  Act f i v e ,  scene th ree  o f  The Winter* s  
Tale w i l l  be g iv en  in  Ch.VIII o f  t h i s  t h e s i s  -  s in c e  i t  r e la t e s  
d ir e c t ly  to  th e  theme o f  lo v e  in  S h ak esp eare's  rom ances.
(234)
In th e  p la y  (w ith  the ex ce p tio n  o f  P a u lin a ) assumed to  he dead.^^^
M ainly b ecau se o f  th e  s t r u c tu r a l ly  d isp ro p o r tio n a te  A cts  fo u r  and f iv e
th e  p la y  h as an o v e r a l l  tone and th em atic  argument d iv id e d  in to  a
p o s it iv e  f i r s t  h a l f  and a n e g a tiv e  second h a l f ,  w ith  th e pervading
dram atic mood rea c h in g  i t s  lo w e st p o in t in -b etw een  A cts two and th r e e ,
in  w hich , r e s p e c t iv e ly ,  L eon tes p u b l ic i s e s  h i s  u n ju s t  a ccu sa tio n  o f
Hermione*s a d u lte r y ;  L eontes r e j e c t s  the D elp h ic O r a c le 's  d e c is io n ;
M am illius d ie s ;  Hermione appears to  d ie ;  A ntigonus i s  devoured a l iv e  by
a b ear; and th e  baby P e r d ita  i s  rescu ed . Indeed th e  sombre q u a lity  o f
The Winter* s T ale so im pressed  V ic to r  Hugo th a t he spoke o f  i t  a s  "one
o f  th e  most s e r io u s  and profound dramas o f  ^ h a k e s p e a r e / . . . i t  i s  a
427tra g ed y , more t r a g ic  even  than Cym beline. "
The o n ly  o th er  p la y  in  which Shakespeare su rp r ised  both  th e  
ch a r a c te r s  in v o lv e d  and th e  aud ience a t  th e  play* s ending i s  th e  p roto ­
romance drama The Comedy o f  E rrors -  w ith  the reappearance o f  A egeon 's  
w ife ,  A em ilia , in  A ct V, scene i .
O ther s i m i l a r i t i e s  betw een The Comedy o f  E rrors and Shakesp eare's  
romance s :
The same b a s ic  p lo t  o f  sh ipw reck , l o s s ,  and recovery  i s  u sed  in  
The Comedy o f  E rrors a s  in  P e r i c l e s , in d eed  i t  seems c e r ta in  Shakespeare  
used  the e ig h th  book o f  Gower* s O on fessio  Am antis, the s to r y  o f  A p o ll­
on iu s  o f  T yre, a s  in s p ir a t io n  f o r  b o th  p la y s . There i s  a ls o  in  The 
Comedy o f  E rrors a hazy r e l ig io u s  atm osphere which comes from s e t t in g  
the p la y  in  E pheseus, famous f o r  b e in g  th e  s i t e  o f  S t .P a u l 's  te a c h in g s  
and the l a s t  home o f  th e V irgin-M ary. Thus Shakespeare chose a s e t t in g  
where th e  a ir  i s  charged  w ith  th a t  which overwhelms rea so n , th a t which  
men c a l l  s p ir i t u a l  o r  p o e t ic a l .  The same u se  o f  a hazy r e l ig io u s  atmos­
phere was u sed  ag a in  by Shakespeare in  Cymbeline when he s e t s  the p la y  
a t ap proxim ately  th e same tim e when J esu s  C hrist was b o m . The Comedy 
o f  E rrors and The Tempest are the o n ly  two o f  Shakesp eare's p la y s  which  
c a r e f u l ly  observe the u n i t i e s  o f  t im e , p la c e , and a c t io n .  The s tr u c tu r a l  
ir o n y  i s  the same: th e  u n i t i e s  c o n ta in  what a rrears  to  th e . p a r t ic ip a n ts  
on s ta g e  to  be extraordinary'’ d is u n i f ie d  a c t io n .
The Comedy o f  E r r o r s , l i k e  the rom ances, i s  p layed  out from th e  
w anderer's v ie w p o in t . A fa m ily  i s  l o s t  to  each o th e r , l i v e s  unknown to  
each o th e r , and s lo w ly  w inds i t s  way back to  one a n oth er . Thus th e  
p r o ta g o n is ts  in  The Comedy o f  E rrors must " liv e  by s h i f t s "  ( E rr . I I I . i i .  
1 8 0 ) , the in t r i c a t e  p lo t  network em phasizes s tr u c tu r a l p a ttern  a t  th e  
c o s t  o f  c h a ra c te r  developm ent, co n fr o n ta tio n  w ith  the th r e a t  o f  death  
p ro v id es  th e  c r u c ia l  tu rn in g  p o in t in  th e q u est, and th e romance 
sp a c io u sn e ss  o f  o cea n ic  adventures and e x o t ic  p la c e s  i s  p r e se n t ,  
a lth o u g h , l i k e  The Tempest, i t  i s  condensed in to  one day.
"Le Conte d*h iv e r  n ’e s t  pas une com edie; c ' e s t  un drame a u s s i  
tr a g iq u e , p lu s  tra g iq u e  meme que Cym beline," p .36, Tome IV o f  Oeuvre s  
Completes do ?/.Shakespeare, E r a n g o ïs -V ic to r  Hugo tra d u cteu r  (P a r is :
Pagnerre, 1859)*
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I n  T h e  W i n t e r *  s  T a l e  S h a k e s p e a r e  u s e s  t h e  s a m e  k i n d  o f  a p p a r e n t  
r a n d o m n e s s  i n  t h e  d e v e l o p m e n t  o f  t h e  n a r r a t i v e  w h i c h  h e  u s e d  i n  
P e r i c l e s  a n d  C y m h e l i n e  t o  j o i n  t h e  d r a m a . t i c  e l e m e n t s  h y  e m o t i o n a l  a n d  
i n t u i t i v e  c o n t i n u i t y  r a t h e r  t h a n  h y  s t r i c t l y  l o g i c a l  c o n s e q u e n t i a l i t y .  
T h e  m o s t  i m p r e s s i v e  i n s t a n c e  o f  t h i s  t e c h n i q u e  i n  T h e  W i n t e r *  s  T a l e  
i s  i n  t h e  s t a t u e  s c e n e  o f  A c t  f i v e ,  s c e n e  t h r e e .  T h i s  s t a r t l i n g  e v e n t  
i s  s o m e t h i n g  f o r  w h i c h  t h e  a u d i e n c e  w a s  p r e p a r e d  o n l y  i n  t h e  p r e c e d i n g  
e m o t i o n a l  c o m p l e m e n t a r i t y  o f  A c t  f i v e ,  s c e n e  t w o  w h e n  B o h e m i a  a n d  
S i c i l i a  a r e  h a p p i l y  r e c o n c i l e d  a n d  L e o n t e s  r e c o v e r s  P e r d i t a .  T h e  
W i n t e r *  s  T a l e  a l s o  s e r v e s  t o  i l l u s t r a t e  a  s t r u c t u r a l  f e a t u r e  c o m m o n  
t o  a l l  o f  S h a k e s p e a r e ' s  r o m a n c e s ;  t h a t  e m o t i o n a l l y  p r o m i s i n g  o r  
d e p r e s s i n g  s c e n e s  a r e  n o t  a l w a y s  w h a t  t h e y  a p p e a r  t o  h e  s i n c e  n e g a t i v e  
o r  p o s i t i v e  e l e m e n t s  c a n  e a s i l y  s h a d e  o f f  o r  b r i g h t e n  u p  i n t o  t h e i r  
o p p o s i t e s .
S h a k e s p e a r e ' s  r o m a n c e  d r a m a s  o f f e r  a  s p e c i a l  t h e a t r i c a l  m i x t u r e  
o f  a c t i o n s ,  p s y c h o l o g i c a l  m o t i v a t i o n s ,  a n d  e m o t i o n a l  t u r m o i l s .  
S h a k e s p e a r e  g r a d u a l l y  d e v e l o p s  h i s  a b i l i t y  t o  w o r k  w i t h i n  t h e  r o m a n c e  
s t r u c t u r e  b y  r e f i n i n g  a n d  m i n g l i n g  t h e  d i v e r s e  t h e m a t i c  a n d  g e n e r i c  
e l e m e n t s  d e m a n d e d  b y  t h e  n a t u r e  o f  t h e  f o r m .  I n  T h e  W i n t e r *  s  T a l e  
t h e  c o n f u s i o n  o f  v a l u e s  i n  t h e  p l a y  c r e a t e s  i n i t i a l l y  a n  a v ^ w a r d  
b a l a n c e  b e t w e e n  d r a m a t i c  a c t i o n  a n d  n a r r a t i v e  d e v e l o p m e n t .  A c t  o n e ,  
s c e n e  o n e  i s  f i l l e d  w i t h  f e e l i n g s  o f  r e a s s u r a n c e ,  a s  t h e  a u d i e n c e  l e a r n s  
f r o m  a  L o r d  o f  B o h e m i a  a n d  a  L o r d  o f  S i c i l i a  a b o u t  t h e  u n d y i n g  b o n d  o f  
f r i e n d s h i p  b e t w e e n  t h e  t w o  c o u n t r i e s .  T h e n  A c t  o n e ,  s c e n e  t w o  p r o v i d e s  
a  r e m a r k a b l e  c o u n t e r b a l a n c e  a s  K i n g  L e o n t e s  d i s p l a y s  h i s  i l l  t e m p e r  a n d  
s e x  n a u s e a  b y  a c c u s i n g  h i s  w i f e  a n d  b e s t  f r i e n d  o f  a d u l t e r y .  T o  t h e  
a u d i e n c e  i t  i s  s t a r t l i n g l y  c l e a r  t h a t  L e o n t e s  w r o n g l y  j u d g e s  t h e m  t o  b e  
c o n t e m p t i b l e .  S h a k e s p e a r e  c r e a t e s  h e r e  a n  i m m e d i a t e  s e n s e  o f  a  w o r l d  
o f f - b a l a n c e ,  w h e r e  t h e  r e l a t i o n  b e t w e e n  m o t i v a t i o n  a n d  a c t i o n  i n  t h e  
r u l i n g  p o w e r  ( L e o n t e s )  d e p e n d s  u p o n  a  s i c k  i m a g i n a t i o n .  T h e  e f f e c t
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u p o n  t h e  a u d i e n c e  a n d  t h e  c h a r a c t e r s  o n  s t a g e  i s  r e m a r k a b l y  j a r r i n g ;  
a s  s o o n  a s  w e  e n t e r  i n t o  t h i s  r o m a n c e  w o r l d  o f  T h e  W i n t e r *  s  T a l e  w e  a r e  
b e w i l d e r e d .  E s p e c i a l l y  w i t h  L e o n t e s *  r a v i n g s  a g a i n s t  h i s  w i f e  a n d  b e s t  
f r i e n d ,  t h e  a u d i e n c e  c a n n o t  h e l p  b u t  f e e l  t h a t  t h e  " i n t e n s i t y  o f  
^ L e o n t e s ^ y  s p e e c h  i s  o u t  o f  a l l  p r o p o r t i o n  t o  i t s  c a u s e ;  t h e r e  i s  n o  
c a u s e ,  n o r  h a s  S h a k e s p e a r e  b o t h e r e d  t o  p r o v e  t h a t  ^ t h e r e /  i s
O n e  r e a s o n  w h y  T h e  W i n t e r *  s  T a l e  b e g i n s  w i t h  t h i s  i n i t i a l  b e w i l d ­
e r m e n t  i s  t h e  s p e c i a l  d e m a n d s  o f  t h e  r o m a n c e  s t r u c t u r e :  a  g r e a t  
d i v e r s i t y  o f  t h e m a t i c  a n d  g e n e r i c  e l e m e n t s  m u s t  b e  i n c l u d e d .  I n  h i s  
c o n s t r u c t i o n  o f  T h e  W i n t e r * s  T a l e  S h a k e s p e a r e  q u i c k l y  m o v e s  f r o m  a  
s i t u a t i o n  o f  a p p a r e n t  c a l m  t o  o n e  o f  t u r m o i l ,  s h a r p l y  d e l i n e a t e s  h i s  
m a i n  c h a r a c t e r s ,  a n d  c r e a t e s  a  s i t u a t i o n  o n  t h e  s t a g e  i n  w h i c h  t h e  
c h a r a c t e r s  f e e l  t h e m s e l v e s  a t  a  l o s s  i n  o r d e r  t o  c r e a t e  t h e  s e n s e  o f  
a  r o m a n c e  w o r l d  i n  w h i c h  t h e  c h a r a c t e r s  f e e l  o u t  o f  p l a c e  b e c a u s e  t h e i r  
w o r l d  i s  i n  d i s a r r a y .  S h a k e s p e a r e ' s  d e v e l o p i n g  a b i l i t y  t o  c r e a t e  t h e  
r o m a n c e  b l e n d  i s  a l m o s t  a s  t u r b u l e n t  a n d  u n p r e d i c t a b l e  a s  t h e  f o r m  
i t s e l f ;  o n e  w o u l d  h a v e  e x p e c t e d  s o m e t h i n g  m u c h  m o r e  c o h e r e n t  t h a n  
C y m b e l i n e  a f t e r  P e r i c l e s .  S h a k e s p e a r e ' s  b l e n d i n g  o f  o p p o s i t e  f o r c e s  i n  
h i s  r o m a n c e s  -  w h i c h  w e  s a w  r i g h t - o f f  i n  P e r i c l e s  w i t h  t h e  d i c h o t o m y  
b e t w e e n  t h e  c o u r t  o f  A n t i o c h u s  a n d  t h e  c o u r t  o f  P e r i c l e s  a n d  
i m m e d i a t e l y  i n  C y m b e l i n e  w i t h  t h e  o p p o s i t i o n  b e t w e e n  I m o g e n ' s  l o v e  f o r  
P o s t h u m u s  a n d  t h e  Q u e e n *  s  l o v e  f o r  C y m b e l i n e  -  t h u s  m a y  b e  u n d e r s t o o d  
a s  t h e  c u l m i n a t i n g  e x a m p l e  o f  h i s  a b i l i t y  a s  a  d r a m a t i s t  t o  m e r g e  
o p p o s i t e  f o r c e s  i n t o  a n  o r g a n i c  w h o l e .  A s  W o l f g a n g  C l e m e n  r e m a r k s  i n  
T h e  D e v e l o p m e n t  o f  S h a k e s p e a r e * s  I m a g e r y ,  i t  w a s  S h a k e s p e a r e ' s  l i f e l o n g  
t e n d e n c y  " t o  e s t a b l i s h  a  b a l a n c e  b e t w e e n  o p p o s i t e s . . t o  c r e a t e  a  c o m p l e x ,  
r o u n d  a n d  f u l l  p i c t u r e , "  a n d  t h i s  t e n d e n c y  i n e v i t a b l y  l e d  t o  h i s  
d e v e l o p i n g  a  " m a s t e r l y  f a c u l t y  t o  b l e n d  v a r i o u s  g e n r e s ,  s o u r c e s  a n d
M a r k  V a n  D o r e n ,  S h a k e s p e a r e  ( D e w  Y o r k :  D o u b l e d a y ,  1953)»P*272.
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e lem en ts  in t o  ^ h e /  new o rgan ic  7;hole"^ o f  M s  rom ances.
Eventhough the b eg in n in g  seems rough, the Winter* s Tale f i n a l l y  
does su cceed  a s  a romance drama because o f  i t s  e f f i c i e n t  b a lan ce o f  
opposing  p e r s o n a l i t i e s  and themes* The m ain, and perhaps the o n ly  
problem w ith  t h i s  b a la n ce  i s  th a t  i t  i s  to o  d ich otom ized . Som ething  
l i k e  th e  same sharp d is t in c t io n s  betw een good and e v i l ,  lo v e  and l u s t ,  
the v ir tu o u s  and th e  cr im in a l which Shakespeare u sed  in  P e r ic le s  i s  u sed  
aga in  in  The W in ter 's  T a le . Shakespeare d oes n ot b lo ck  o f f  th e se  
v a lu e s  so th a t th e  aud ience has th e  same sen se  o f  d iv id e d  moral 
ta b lea u x  which th ey  r e c e iv e d  in  P e r i c l e s , but S h akesp eare's c r e a t io n  
o f  c o n tr a s t in g  f o r c e s  in  The Winter* s Tale do es  make f o r  a w in tery  
f i r s t  h a l f  and a s p r in g - l ik e  second h a l f  to  the p lay.^^^ Thus a v a l id  
c r i t ic i s m  made about th e p la y  i s  th a t  i t  com prises two dramas in  one. 
There i s  an u n d e r ly in g  th em atic  u n ity  o f  course -  b u t i t  i s  a u n ity  
d er iv ed  from A cts  c r e a te d  in  p a r a l l e l  c o n tr a s t .  The W inter*s T ale i s  
w e ll-b a la n c e d  in  la r g e  p r o p o r tio n s , u n lik e  th e  scene by scene in t e g ­
r a t io n  and c o o r d in a tio n  o f  con tra ry  e lem en ts which Shakespeare c r e a te s
W olfgang H. Clemen, The Development o f  Shakespeare* s Imagery 
(London: Methuen & Co. L td .,  195 I ,  p b .r p t . i 9 6 9 ) ,  p .195*
The Winter* s T ale i s  made up o f  a type o f  s tr u c tu r in g  which  
Frye nom inated a s  b e lo n g in g  to  the " la te  f i f th -p h a s e  'rom ances'"  -  a 
s tr u c tu r in g  which c o n ta in s  traged y  and y e t  moves beyond tra g ed y , a 
"movement from a 'w in t e r 's  ta le *  to  sp r in g ."  See: D. F ry e , Anatomy o f  
C r it ic is m , op. c i t . , p . l 8 4 .
The modern French tr a n s la t io n  o f  The Winter* s Tale g iv e s  i t  th e  
b e w ild e r in g  g e n e r ic  id e n t i t y  o f  "Un.. .tr a g i-c o m sd ie  fa n ta s t iq u e  en 2 
p a r t ie s  e t  1 in te r lu d e ."  See: C.A. P u get, tr a n s . & e d . , Un con te  
d 'h iv e r  de W._ S hakespeare (B obigny: Impr. de B obigny, 1 9 5 l)*
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in  The Tempest.
The ways in  which Shakespeare b u i l t  up and u n r a v e lle d  the  
d ev e lo p in g  n a r r a t iv e  co m p lica tio n s  in  each  o f  h i s  romances are both  
s im ila r  and d i s t i n c t  e n o u ^  to  a llo w  u s  t o  make sep a ra te  s tr u c tu r a l  
a sse ssm en ts  from which we can draw a co n c lu s io n  as  to  what Shakespeare  
was tr y in g  to  a ch ie v e  in  a l l  o f  h i s  rom ances. John Lawlor summarized 
t h e ir  d i f f e r e n t  s tr u c tu r a l ch a ra c te r  v ery  w e ll  when he w rote th a t:
P e r ic l e s  w as*, , th e a tr is e d  n a r r a t iv e , s u c c e s s iv e  ep iso d es  
in  a t a l e  th a t  comes to  a happy ending through 'th e  
in s c r u ta b le  w orkings o f  P rov id en ce. . . . Cymbeline ^ a s  
b u i l t  o ^  th e p i l in g -u p  o f  co m p lica tio n , so th a t  in  the  
l a s t  A ct th ere  /w e r e /  s i x  s u c c e s s iv e  d is c lo s u r e s  to  be  
m a d e ...B u t in  The W in ter 's  T a le . . . t h e  achievem ent o f  u n ity  
i s  n o t in  th e  l a s t  Act but in  Act I V . . . ^ o r  b j /  the l a s t  
A c t . . . t h e  d r a m a t is t . . . ^ a s /  a lr ea d y  gathered  h is  persons  
in to  a u n i t y ,  though th ey  knew i t  n o t . . .a n d  the l a s t  Act 
c o n ta in  th e e x p la n a t io n s , w ith  a l l  
t h e ir  d a z z l in g  q u a lity  o f  r e v e la t io n .
In o th e r  w ords, we may n o te  in  th e  s tr u c tu r a l developm ent from P e r ic le s  
to  Cymbeline and The W in ter 's  T ale th a t  Shakespeare i s  in c r e a s in g  
au d ien ce amazement by evok in g  an ev er  g r e a te r  sen se  o f  u n p r e d ic ta b il i t y .
I
Shalcespeare put to g e th e r  in  th e s e  th r e e  p la y s  in t e n t io n a l ly  d isso n a n t  
s t o r ie s  which are d eveloped  in  such a way a s  to  c r e a te  a dram atic  
genre w hich g e t s  p r o g r e s s iv e ly  c lo s e r  to  spontaneous n a rra tio n ,su d d en , 
a c tu a l ,  l i v e l y  change.
S t r i c t l y  sp ea k in g , th ere  are th ree  sc h o o ls  o f  t h o u ^ t  about th e  
s tr u c tu r e  o f  The W in ter 's  T a le : ( i )  th o se  c r i t i c s  who see  i t  a s  two 
p la y s  in  o n e , e . g .  Northrop F ry e , Anatomy o f  C r it ic ism , op . c i t . ,  pp. 
1 8 4 -1 8 5  and E.M.W. T il ly a r d , Shakespeare* s L ast P lay s  (London: Chatto 
& Windus L td . ,  1938) pp. 16 -58; ( i i )  th o se  c r i t i c s  who p erce iv e  a 
t r ip a r t i t e  d iv i s io n ,  e . g .  Frank Kermode, e d . , The W in ter 's  T ale (Dew 
York: Dew American L ib ra ry , I 963) ,  in t r o d . ,  p p .x x v i i - x x v i i i  and 
E rn est Schanzer, "The S tr u c tu r a l P a ttern  o f  The W in ter 's  T a le ," in  
Shakesp eare  The W in ter 's  T ale A Casebook ed , K. M uir, op . c i t . , pp.8?- 
9 7 ) "%iii]r%nd f i n a l l y  th o se  c r i t i c s  who f in d  i t  rem arkably h o l i s t i c ,  
e . g .  Donald A. S ta u f f e r ,  S h ak esp eare's  World o f  Im ages, op . c i t . , and 
V ic to r  Hugo in  h i s  in tr o d u c t io n  to  The W inter*s T a le , op. c i t .
John L aw lor, "Pandosto and th e D ature o f  Dram atic Romance," on . 
c i t . , p .112.
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B efore  we turn our a t te n t io n  to  The Tempest i t  i s  n ecessa ry  to  
remark upon th e meaning o f  change in  The W inter*s T a le , s in c e  i t  con­
t a in s  a p e r s o n if ic a t io n  o f  change in  th e  f ig u r e  o f  "Time, the Chorus" 
a t  th e  b eg in n in g  o f  A ct fo u r . In  each  o f  S h ak esp eare's  fo u r  romances 
th e theme o f  tim e i s  v e r y  im p ortan t, s in c e -b y  d ev e lo p in g  i t  in  the  
dram atic foreground  Shakespeare shows th e  audience th a t h i s  p r o ta g o n is ts  
e x i s t  in  a medium o f  p r o m is  and hope. Time i s  v iew ed a s  a p ro cess  o f  
change, f u lf i lm e n t  and r e c o g n it io n  in  Sh akesp eare's romances and th e  
" lo s s  to  t h e . . .q u a l i t y  o f  / The W in ter 's  Tale and S h ak esp eare's  o th er  
rom ances/ would be e n o r m o u s , w e r e  the theme o f tim e ex clu d ed .
A g r e a t  d ea l i s  made c le a r  about the theme o f  tim e in  Sh akesp eare's  
romances by  th e  appearance o f  "Time, th e  Chorus" a t  th e  b eg in n in g  o f  
Act fo u r  o f  The W in ter 's  T a le . T h is i s  one o f  the most s e r io u s  moments 
in  th e  p la y  -  f o r  our r u le r  i s  sp eak in g , th e  r u le r  o f  nature and a r t ,  
t h i s  o th e r  than human th in g  which can " s lid e "  ( W int. I V . i .5 )  over  
wreckage and r e h a b i l i t a t io n .  Y et Shakespeare d ir e c t ly  co n fro n ts  h i s  
audience w ith  one o f  th e  g u id in g  them es o f  h i s  romances in  a p le a s in g ly  
w him sica l way. H is tech n iq u e h ere i s  d e c e p t iv e ly  o b v io u s. Time 
m om entarily becomes th e  s o le  o b je c t  o f  th e  a u d ie n c e 's  a t te n t io n ;  
Shakespeare c r e a te s  a k in d  o f  c o n c e n tr ic  fo c u s in g  as  we watch "Time," 
a lo n e , in  tim e . T h is b r ie f  chorus may th u s be s tr a n g e ly  in te n s e  and 
in s t r u c t iv e  -  p ro v id in g  th e f ig u r e  o f  tim e i s  n ot p resen ted  in  an 
absurd fa sh io n  in  th e a c tu a l p ro d u ction . V/e are e n te r ta in e d  and 
inform ed b y  a power we are su b je c t  to  in  the v ery  moment we watch i t s  
in g r a t ia t in g  perform ance.
T im e's appearance in  The W in ter 'a T ale b r in g s  out th e id e a  o f  an 
e n t i t y  which i s  b oth  r u t h le s s  and c e a s e l e s s ,  p le a s in g  and in fo r m a tiv e .
N e v i l l  C o g h il l ,  "Six P o in ts  o f  S tage C raft in  The W in te r 's  T a le ,"  
in  Shakespeare The W in te r 's  Tale — A Casebook, ed . K. Muir ,  ( London: 
M acm illan & Co .""L td ., l^ o S ) , p p .1 9 8 -213 , above quote p .199*
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When tim e appears in  The W in ter 's  T ale i t  knows we are s u sp ic io u s  o f  i t ,  
f o r  i t  im m ediately  b r in g s  up th e  su b je c t  o f  the i l l s  we have found  
tim e g u i l t y  o f  i n f l i c t i n g  upon u s  ( " I ,  t h a t . . . t r y  a l l . . . t h a t  makes and 
u n fo ld s  e r r o r ,"  W int. I V . i .1 - 2 ) ;  and th en  ex cu ses  i t s e l f  o f  g u i l t  in  the  
v ery  n ex t moment s in c e  i t  h o ld s  th e power o f  judge and lawmaker (" s in c e  
i t  i s  in  my pow'r /  To o 'erth ro w  l a w . . . /  * ,,o 'erw h elm  custom ," Wint. I V . i ,  
7- 9 ) .  T h is i s  ir r e v o c a b le  ord er sp eak in g  to  u s ,  a fo r c e  which g iv e s  
u s le a v e  to  understand  but does n o t a llo w  u s to  p en etra te  i t  ("The 
same I  am, ere  a n c ie n t* s t  order was /O r what i s  now r e c e iv 'd ,"  W int.IV . 
i . l O - l l ) .  For th e  moment tim e i s  k in d , t r y in g  to  move a s id e  the dark  
i s s u e s ,  and w ish in g  u s  a l l  g rea t p lea su re  l i k e  a f r ie n d ly  m aster o f  
cerem on ies. I t  w ants to  g e t  on w ith  the romance (what " fo llo w s  
a f t e r ,  /  . . . t h  * argument o f  Time," W int. i . 2 9 ) .
Shakespeare b r in g s  in  tim e in  The W in ter 's  Tale to  t e l l  u s  the  
news about Bohemia and S i c i l i a  in  ord er to  c h i l l  u s and charm u s ,  
warn u s  and a id  u s .  I t  i s  a bond betw een nature and a r t ,  when tim e  
sa y s  " le t  me pass" ( W int. I V . i . 9 ) » i t  means " le t  me move on both  on 
th e  s ta g e  and among th e  a u d ien ce ."  We are fo r c e d  to  reco g n ize  the  
in e lu c ta b le  m otion govern ing  l i f e ,  what Samuel Johnson spoke o f  w ith  
l i t t l e  hope a s  " h e lp le s s  M an ... /  R o l l / I n g /  d a rk lin g  down th e T orrent 
o f  h i s  F a te ." ^ ^  L et th e  common p ro cess  move on in  which f a u l t s  are  
com m itted, some le s s o n s  are le a r n e d , and in  which a l l  l i v i n g  c r e a tu r e s  
spend th e m se lv e s . L et u s  grow f r e s h  and wax s t a l e .  We a cq u iesce  and 
move on in to  th e n ex t sc e n e . We a cq u ie sce  and the p lay  en d s. U nder-
Samuel Johnson, "The V an ity  o f  Human 7 /ish es ,"  1 1 .3 4 5 -3 4 6  in  
Samuel Johnson , Prose and P oetry  (O xford: Clarendon P r e ss , r p t .  I 9 6 1 ) ,  
P .8 5 .
One should  a ls o  n o te  about t h i s  sp eech  by Time th a t  a lth ou gh  some 
c r i t i c s  have argued i t  was not w r it te n  by Shakespeare but by a 
c o l la b o r a to r , th e g a rru lo u s , tim e consuming i diom i t  u s e s  i s  t o t a l l y  
ap p rop ria te  and th e r e fo r e  th e speech  i s  s tr o n g ly  a t tr ib u ta b le  to  
Shakespeare — as E. Schanzer n oted  in  Shakespeare, The W in ter 's  T a le , 
ed . E . Schanzer (London: Penguin , I 9 6 9 ) ;  p p .193-194*
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ly in g  S h ak esp eare's  developm ent o f  th e  theme o f  tim e both  in  The 
Winter* s T ale and throughout h i s  o th er, romances i s  an e x p o s it io n  o f  the  
s k i l l s  o f  a c q u ie sc e n c e , th e  a b i l i t y  to  r id e  ou t t im e 's  rhythms w ith ou t 
coming in to  c o n f l i c t  w ith  th e se  rhythm s, th e  a b i l i t y  to  t o le r a t e  
u n c e r ta in ty  and to  th r iv e  in  s p it e  o f  t h i s  u n c e r ta in ty .
With th e  making o f  romance drama Shakespeare was working w ith
som ething d ia b o l i c a l ly  d i f f i c u l t  and c r e a te d  som ething m ighty w ith
c r a f t  -  and w ith  The Tempest he reached  h i s  cu lm in ation  in  t h i s  form .
The Tempest i t s e l f  i s  th e  s h o r te s t  o f  th e  romances w ith  regard  to  both
l i n e  numbers ( 2 , 0 6 2 ) and scen es  ( 9 ) ,  w ith  th e  dom inating su b je c t  o f
435aud ience a t t r a c t io n  b e in g  th e  d ir e c to r -w ith in - th e -p la y , P rosp ero .
In  The Tempest Shakespeare re tu r n s  to  th e tech n iq u e o f  p r e se n tin g  h i s  
romance drama in  a r e l a t i v e l y  sh o rt space o f  sta g e  t im e , a s  in  
P e r ic l e s ,  w h ile  s im u lta n eo u s ly  he in c lu d e s  a sen se  o f  n a r r a tiv e  r i c h -
435 The f i n a l  ta b u la t io n  f o r  the romances i s :  
Number o f  Scenes  
*  F i r s t  P o l io  A lexander E d it io n Line Numbers
-  3 ,339
® in t. -  3 ,0 7 4
P er. -  2 ,3 5 8
T£. -  2 ,0 6 2
Cym. -  28 Cym. -  27
W int. -  15  I ^ .  -  21
-  9 W int. -  15
** P er . -  1 l £ .  -  9
*The e d it io n  o f  th e  F i r s t  F o l io  u sed  i s  Shakespeare. The F i r s t  C o lle c te d  
E d it io n  o f  th e  Dram atic Works o f  W illiam  Shakespeare. A R eproduction in  
E xact F a c -S im ile  o f  The Famous F ir s t  F o l io , -  e t c . , ed . H .Staunton
(London: Day & Son, L t d . ,  IB6? ) .
^ T h e  e d it io n  o f  P e r ic le s  u sed  i s  The Bankside S h ak esp eare's  P e r i c l e s , 
The p la y e r 's  t e x t  o f  1609 , vfith  th e  Third F o l io  t e x t  o f  I 663- 1664, 
op. c i t .
As n o ted  e a r l i e r ,  the t o t a l  number o f  l i n e s  are th o se  o f  P lea y  a s  
c o r r e c te d  by  Chambers. A lso , s in c e  Chambers l i s t s  o n ly  1 ,1 4 0  l i n e s  as  
S h ak esp eare's  part in  P e r i c l e s , the f u l l  number o f  2 ,353  has been  
a r r iv e d  a t  by  adding up the number o f  l i n e s  in  the A lexander t e x t .  For 
more on scene and l i n e  numbers in  th e  rom ances, se e :  E.K. Chambers, 
W illiam  Shakespeare: A Study o f  F a c ts  & Problems (O xford: Clarendon  
P r e s s ,  1 9 3 0 ) ,  p p .243-274•
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n e s s ,  a s  in  Cymbeline and The W in te r 's  T a le . The o v e r a l l  tone and 
th em a tic  arrangem ent o f  The Tempest i s  a f in e  weave o f opposing 
c h a r a c te r s  and them es, what W.H. Auden spoke o f  a s  a  g a th e r in g  o f 
" e x tra v a g a n t c h i ld r e n . . . s o u n d ly  hun ted  /  By t h e i r  oT/n d e v i ls  in to  t h e i r  
human s e l v e s . A l t h o u g h  th e  n a r r a t iv e  web o f The Tempest n ic e ly  
b a la n c e s  o p p o s ite s ,  i t  s t a r t s  o f f  w ith  a  scene o f ap p aren t wreck and 
ru in  ( th e  o n ly  t o t a l l y  d is ru p t iv e  scene in  th e  p la y ) ,  when th e  t o t a l  
sce n ic  im p ressio n  i s  one o f a  co m p le te ly  th re a te n in g  s i tu a t io n .  Every 
o th e r  scene in  The Tempest c r e a te s  a  p e rv ad in g  d ram atic  mood b a lan ced  
betw een p e rp le x i ty  and o r d e r l in e s s  a s  th e  d i f f e r e n t  c h a ra c te rs  
stum ble fo rw ard  from  Act one , scene two th ro u g h  Act f i v e ,  scene one.
The end r e s u l t  o f t h e i r  s tu m b lin g s  i s  q u ite  i n d e f i n i t e .  P ro sp e ro , . 
^ t e r  a l l ,  has h i s  enem ies in  th e  palm o f  h i s  hands. Ee ap p ears  to  be 
a  j u s t  man, y e t  th e re  i s  som ething c o ld , h a rd , and d i s t a n t  about him -  
and even good men k i l l  t h e i r  enem ies. In  P e r ic le s  and Cymbeline th e  
aud ience  was g iven  rea so n  to  b e lie v e  t h a t  by Act f iv e  th e  p lay  would 
re a c h  a  joyous c o n c lu s io n . S i m i l a r , •th o u g h 'b y  no means i d e n t i c a l ,  to  
th e  end ing  o f The W in ter*s T a le , The Tempest o f f e r s  u s  a  com plete 
s u r p r is e :  u d l l  P ro sp e ro * s  enem ies m eet d ead ly  punishm ent o r  benign 
fo rg iv e n e s s ,  a re  th e y  b e in g  herded  tow ards t h e i r  s l a u ^ t e r  o r under­
going  a  h a rm le ss  t r i a l  and punishm ent? There i s  no way o f t e l l i n g  
what w i l l  happen to  them a t  th e  hands o f P rospero  u n t i l  the  p la y  ends.
S h a k e sp e a re 's  s t r u c tu r in g  o f The Tempest has about i t  a  smooth, 
so o th in g  q u a l i ty  which i s  due f i r s t  o f  a l l  to  th e  h ig h  degree o f c o n tro l  
and tim in g  a t  work in  th e  p la y . Even th e  d e sp e ra te  s t r a t e g i e s  o f 
S e b a s tia n , A n to n io , Stephano and T rin cu lo  a re  b u t severe  p i tc h e s  in  a 
w ell-m o d u la ted  rhythm . Each scene e s ta b l i s h e s  i t s  own e q u ilib r iu m  o f
W.H. Auden, "The Sea and th e M irror", op . c i t . , p .13»
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■bewilderment and o r d e r l in e s s  which in  turn  c o n tr ib u te s  to  th e  b a lan ce  
o f  th e  whole play# I n ,  fo r  in s ta n c e .  A ct th r e e , scene on e, the lo g -  
p i l i n g  sc e n e , the aud ience v iew s th e  growth o f  lo v e  between Ferdinand  
and M iranda. E very th in g  the young coup le e x p r e sse s  i s  s in c e r e  and 
h o p efu l;  but in  th e background th ere  i s  th e  darkness o f  Prospero who 
speaks l i k e  an o ld  Hamlot by  sa y in g  about h i s  d a u g h ter 's  lo v e :  "Poor 
worm, thou a r t  in fe c te d !"  (T p .I I I . i .3 1 > ) *  Throughout The Tempest 
o p p o s ite  th em atic  e lem en ts  b a lan ce  each  o th e r , an eq u ilib r iu m  v/hich the  
p la y  f i n a l l y  a ttem p ts to  r e s o lv e  once and fo r  a l l  in  Act f i v e ,  scene  
one when Prospero f o r g iv e s  and r e c o n c i le s  th e 'v a r io u s  p a r t ie s .
Probably the most o u tsta n d in g  example o f  an a p p aren tly  random 
s tr u c tu r in g  in  The Tempest i s ,  th e  a b o rted , in te r r u p te d  masque o f  Act 
fo u r , scen e on e. B efo re  t h i s  v a n ity  o f  P ro sp ero 's  a r t  ta k es  p la c e ,  
Ferdinand t e l l s  P rospero th a t  what he w ish es from h i s  un ion  w ith  
Miranda i s  " q u ie t d a y s , f a i r  i s s u e ,  and lo n g  l i f e ,  /  Vfith such lo v e  a s  
' t i s  now" ( Tp.IV .1 . 24 - 2 5 ) .  Then, ou t o f  th e  masque, Prospero a ttem p ts  
to  bestow  th e se  b le s s in g s  upon th e  co u p le . The v i s io n  o f  t h i s  v a n ity  
i s ,  a s  Ferdinand s a y s , "harmonious charm ingly" ( T p .I V . i .1 1 9 . ) » 
accommodating h i s  own w ish es  w ith  a form o f  im a g in a tiv e  fu lf i lm e n t  and 
prophecy. But when t h i s  harmony suddenly v a n is h e s , the e f f e c t  o f  t h i s  
d isr u p tio n  upon an aud ience i s  v ery  d is q u ie t in g .  We had been le d  to  
b e l ie v e  th a t  Prospero was in  com plete c o n tr o l o f  the ev en ts  on h is  
I s la n d , b u t now -  in  the m idst o f  t h i s  v i s io n  o f  harmony -  he s l i p s .
He:
had fo rg o t  t h a t  f o u l  co n sp iracy  
Of th e  b e a s t  C aliban  and h i s  c o n fe d e ra te s  
A g a in st / E i s /  l i f e .
( T ^ 'IV .i.139-141)
"This i s  s tr a n g e ,"  a s  Ferdinand im m ediately  says (T ^ .I V .i .1 4 3 ) ! 
t h i s  i s  romance. What makes t h i s  ev en t a n a tu ra l part o f  th e romance 
whole i s  th a t  a romance " in  balance"  means a f l e x i b l e ,  in fir m  w orld . 
U nexpected e v e n ts  and ir r e c o n c i la b le  d if f e r e n c e s  must be p art o f  t h i s
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w hole,
Furtherm ore, the momentary appearance o f  a world in  a b so lu te  
harmony v ex es  the romance s tr u c tu r e , s in c e  i t  i s  a stru ctu re  made to  
co n ta in  apparent d is o r d e r l in e s s ,^ ^  The disappearance o f  t h i s  v is io n  
i s  an a ff ir m a tio n , an in t e r n a l ,  s tru ctu ra l-a d m itta n ce  as i t  w ere, th a t  
p e r fe c t  harmonies have no p lace  in  romance. The u n p r ed ic ta b le , 
u n exp ected , and u n c o n tr o lla b le  e lem en ts o f  l i f e  must be in c lu d ed ; ro­
mance means l i t e r a r y  u n ity  in  m u lt ip l i c i t y .  And a t t h i s  p o in t in  
S hakespeare's developm ent o f  the romance stru ctu re  a t r a g ic  s t r a in  
e n te r s  in ,  o f  the s p i r i t  profoundly trou b led  by a d isord ered  w orld. 
Thus, when Prospero says d ir e c t ly  a f t e r  the masque:
S ir ,  I  am vexed;
B ear w ith  my weakness; my o ld  b ra in  i s  troub led j 
Be n o t d is tu r b 'd  w ith  my in f ir m ity .
I f  you be p le a s 'd ,  r e t i r e  in to  ny c e l l  
And th ere  rep ose; a turn or two I ' l l  walk 
To s t i l l  my b e a tin g  mind.
(T £ .i .l5 8 -1 6 3 )
-  what so d is tu r b s  th e  man i s  a r e a l iz a t io n  th a t a l l  men may by chance 
be caught by th rea ten in g  f ç r c e s ,  w hether th o se  fo r c e s  be o n e 's  own 
la p se  o f  memory or th e r e v e ls  o f  a drunken gang. For a w h ile  Prospero  
appeared to  be m aster o f  f lu c t u a t io n ,  p u ll in g  a l l  the s t r in g s  which 
make th e  p la y 's  ch a ra cters  tumble and f a l l .  But h is  mind b e a ts  and i s  
trou b led ; he i s  caught a t  the mercy o f  rhythms which no man can c o n tr o l.
C on cen tra tin g  on the  e x p lo i ta t io n  o f  unexpected ev en ts  and a 
s tra n g e , f e a r f u l  d iv e r s i ty  f o r  t h e i r  own sake w ith in  romance would le a d  
in  th e  e ig h te e n th  c en tu ry  to  th e  developm ent o f the  G othic n o v e l. The 
em otional c o n tin u ity  o f romance would be e x p lo ite d  u n t i l  M atu rin , th e  
a u th o r o f  Melmoth th e  Wanderer ( l8 2 0 ) cou ld  w r i te ,  "Emotions a re  my 
e v e n ts ."  F or m ore, see ; Montague Summers, The G othic Quest ( London:1938); 
James R. F o s te r ,  H is to ry  o f th e  Pre-Rom antic Novel in  England (London: 
1949)5 Revendra Varma, The G othic Flame (London: 19577* G il l ia n  B ee r,
The Romance, op. c i t . ,  p .57*
S im ila r ly , Homer does n o t a llow  a n e a t o rd e rin g  o f ev en ts  o r  a 
p e r f e c t ly  harm onious n a r r a t iv e  developm ent in  the  Odyssey. Thus th e  
speedy r e tu rn  to  I th a c a  which Odysseus alm ost accom plishes in  Book X 
w ith  th e  use o f A io lu s ' g i f t s  i s  f r u s t r a t e d  by the  c rew 's  s u sp ic io n s .
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One i s  reminded o f  Hamlet rav in g  about what h i s  mother should  not 
have done, o f  Lear scream ing in to  the hurricane about h is  unnatural 
d au gh ters, o f  O th e llo  damning and s tr a n g lin g  an u n fa ith fu l w ife .  
P rosp ero , and the romance s tr u c tu r e , are trou b led  by the appearance o f  
som ething "Harmonious charmingly" -  because t h i s  harmony w i l l  n ot h o ld , 
because i t  a cce n tu a te s  the tr o u b le s  stemming from fo r tu n e 's  d iso r d e r ,  
because tim e breaks harmony no m atter how c r a f t i l y  a man may b u ild  
the harmony.
The Tempest i s  a remarkably b it t e r - s w e e t  p la y , a work which 
evokes both  a sen se  o f  l o s s  and g a in , o f  sep ara tion  and reu n io n , o f  
v e x a tio n  and d e l ig h t ;  them atic e lem en ts which are dominant threads in  
th e w eaving o f  a l l  o f  S hakespeare's romances, but which are nowhere as  
f i n e l y  meshed a s  in  The Tempest. The in t e g r i t y  o f  t h i s  b a lan ce o f  
in g r e d ie n ts  i s  f u l l y  r e a l iz e d  when Prospero a l l o t s  h i s  judgement in  
th e p la y 's  l a s t  s c e n e , when:
D is t in c t  groups o f  ch a ra cters  meet a t  l a s t ,  but th ey  do 
n ot r e a l ly  communicate w ith  one an oth er, and th e m agician  
who has ordered th ese  r e v e la t io n s  and d is c o v e r ie s  i s  s t i l l  
e s s e n t ia l l y  a lo n e .../w h e n  t h e /  m eeting so lo n g  exp ected  
on ly  se r v e s  to  s t r e s s  the e s s e n t ia l  lack  o f  r e la t io n s h ip .
In  The Tempest an order o f  sep arate  in g r e d ie n ts  i s  m aintained to  the ex­
t e n t  o f  k eep in g  th ese  in g r e d ie n ts  sep arate even when th ey  are u n ite d .
At th e p la y 's  end A lonso and Gonzalo show s ig n s  o f  improvement, but 
A ntonio i s  s t i l l  a s b la c k , S eb a stia n  no l e s s  o f a weak, v a c i l la t in g  
p erson , Adrian and F ran cisco  are s t i l l  in c o n se q u e n tia l, Stephano i s  
"a cramp" (T p .V .i .2 8 6 ) , and th e o n ly  a lt e r a t io n  w ith  T rincu lo  i s  th a t  
he now has r e c e iv e d , " G ratis , a whole f r e s h  r e p e r to ir e  o f  s t o r ie s .  
C aliban may now retu rn  to  the l i f e  he le d  b efore  Prospero a r r iv e d , the
Anns R ig h ter , i n t r .  to  W illiam  Shakespeare, The Tempest (London: 
Penguin Books, 1 9 6 3 ), p .4 0 .
440 W.H. Auden,** The Sea & The M irror,^op. c i t . , p .13 .
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l i f e  o f  a "savage" who does not "know / h i s /  own meaning" ( T p . I . i i . 335-  
3 5 6 ) ,  and A r ie l may l i v e  a l i f e  o f  a e th e r ia l  freedom w ith  s p i r i t s  o f  
h is  own kind* Thera i s ,  i t  must he ad m itted , a l im ite d  u n ity  o f  lo v e  
ach ieved  a t th e  end o f  The Tempest in  the new a f f e c t io n  between Miranda 
and Ferdinand. And the p la y  demands th a t Jfte recogn ize  t h i s  a f f e c t io n  
when in  the E pilogue someone l ik e  an a c to r , d ir e c to r ,  and p layw right  
speaks to  the au d ien ce . For we are asked to  r e a c t to  the p lay  by  
in d u lg in g  th e  man h im se lf  and to  show, him the mercy th a t we would 
w ish  f o r  o u r s e lv e s . We are asked to  im ita te  h is  a c t  o f  pardoning, 
to  take part in  h i s  mercy. As w e ll  a s  expanding upon the p la y 's  
em phasis on lo v e ,  Prospero*s statem ent i s  a ls o  a req u est to  add some­
th in g  to  The Tempest which the a c to r , d ir e c to r ,  p la y w r i^ t  cannot 
determ ine. The Tempest ex ten d s the romance m u ltiv erse  in to  the  
audience by ask in g  us to  e n te r  in to  the s tru ctu re  o f  the p lay  as  
a c t iv e  p a r t ic ip a to r s .
C onclusion
In  h is  a ttem pts a t  b u ild in g  romance drama Shakespeare was a t  f i r s t  
ca u tio u s  (w ith  P e r ic l e s ) ,  then  over-am b itiou s (w ith  Cymbeline) , then  a 
m ixture o f  c a u tio u s  and am bitious (w ith  The W in ter's T a le) ,  -  u n t i l  he 
f i n a l l y  h i t  the r i ^ t  b a lan ce w ith  a v ery  condensed dram atic p iec e  in  
The Tempest. In a fa sh io n  s im ila r  to  Hughes' The M isfortu n es o f  Arthur 
Shakespeare in  P e r ic le s  t i g h t l y  ord ers h i s  source m a ter ia ls  and h e lp s  
th e  v iew er onward whenever p o s s ib le .  U nlike Hughes' The M isfortu n es o f  
A rthur, dramaturgy and d id a c tic ism  do n o t dcminate over en terta in m en t. 
The main s tr u c tu r a l problem w ith  P e r ic l e s , a s id e  from i t s  s e v e r e , a l ­
most v io le n t  sc e n ic  arrangem ent, i s  the ch aracter  o f  Marina. Because 
o f  Shakespeare's e f f e c t i v e  co n cen tra tio n  on her the audience alm ost 
l o s e s  co n ta c t w ith  P e r ic le s  -  a dram atic s tr u c tu r a l arreingement between  
fa th e r  and dau{^ter which Shakespeare w i l l  c a r e fu l ly  avo id  in  The
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Tempest.
S tr u c tu r a lly  sp eak in g , Cymbeline i s  th e  l e a s t  c o n serv a tiv e  and 
d r a m a tic a lly  l e a s t  e f f e c t i v e  o f  the fo u r  romance p la y s  -  a lthough  i t  
d oes c o n ta in  some v ery  f in e  moments. In  Cymbeline the a c t io n  and 
them es tend  to  range too  f a r  and too  f r e e ly ;  w ithout th e  c e n te r in g
d e v ic e  o f  Imogen and th e  frame o f  war the p la y  would c o l la p s e  in to  a
s tr u c tu r a l muddle s im ila r  to  Greene* s The H isto r y  o f  Orlando P u r io so . 
What i s  Cymbeline about -  lo v e r s ,  fa th e r s  and c h ild r e n , a k in g  and a  
queen, a war betw een Home and B r i t a in ,  or a t r ic k y  I t a l ia n ?  Fortun­
a t e ly  Imogen i s  in v o lv e d  in  a l l  th e se  e v e n ts  and i t  i s  to  Imogen,
in  th e  end , to  whom the audience must go in  order to  make s tr u c tu r a l
sen se  o f  th e  p la y .
A lthough Shakespeare was co n cen tra tin g  h i s  e f f o r t s  in  The 
Winter* s Tale he s t i l l  d id  not have th e romance form under f u l l  
c o n tr o l s in c e  he wound up c r e a t in g  a romance which read s l i k e  one 
s to r y  and a lo n g  e p ilo g u e  which i s  a tta ch ed  to  i t .  H is s tr u c tu r in g  
resem b les John D ay's u se  o f  so u rces in  The I s l e  o f  G u lls : ch oosin g  a 
few  prominent themes from h i s  source m a ter ia l and then  c o n v er tin g  them 
to  h i s  own u se  ( in  S h ak esp eare's  ca se  the them es o f  sudden je a lo u s y ,  
reu n io n , and r e ju v e n a tio n ) and then  overem phasizing th ese  themes in  
th e  adapted romance drama.
Shakespeare f i n a l l y  so lv ed  h is  s tr u c tu r a l problems w ith  The Tempest 
in  which ha r a d ic a l ly  cu t back on scene and l i n e  numbers, got th e  p la y  
o f f  to  a  ro u s in g  s t a r t ,  then  com pressed the a c t io n  by  im m ediately  
r e la t in g  th e e a r ly  s ta g e s  o f  the s to r y  (a  d ev ic e  u sed  to  l e s s  e f f e c t  
w ith  th e  co n v ersa tio n  o f  the two gentlem en a t  the b eg in n in g  o f  Cym beline, 
and th e  co n v ersa tio n  o f  C am ille and Archidamus in  The Winter* s T ale .)^ ^ ^
A lthough Gower's co n v ersa tio n  a t  the b eg in n in g  o f  P e r ic le s  g iv e s  
th e  audience background in fo rm a tio n , i t  i s  n o t s t r i c t l y  analogous s in c e  
Gower stan d s o u ts id e  th e c e n tr a l n a r r a tiv e  o f  th e  p la y . See: P er . I .  
P r o l .  1 -4 2 .
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V/henever p o s s ib le  in  The Tempe s t  Shales speare combined the e x p o s it io n  o f  
a few  themes a t  o n ce , b len d in g  " various g e n res , sou rces and elem en ts  
in to  a new o rgan ic  w h o l e . P r o b a b l y  two o f  the most o u tsta n d in g  
exam ples o f  t h i s  in  The Tempest would be Act tw o, scene one when 
Shakespeare e f f i c i e n t l y  draws out th e  ch a ra cte rs  o f  the e v i l  A nton io , 
th e v a c i l l a t i n g  S e b a stia n , the k in d ly ,  ram bling G onzalo, the sad but 
d ig n if i e d  K ing A lon so , and th e a tten d a n t n o n e n t it ie s  Adrian and 
F r a n c isc o , and Act fo u r , scene one which co n ta in s  elem en ts o f  th e  
masque, comedy, traged y  and fa r c e .
The end product in  The Tempest, a s  w e ll  a s  to  v a ry in g  d eg rees  o f  
su c c e s s  in  the p reced in g  th ree  rom ances, i s  a m ixture o f  th e  e le v e n  
in g r e d ie n ts  o f  romance noted  a t  the b eg in n in g  o f  t h i s  ch a p ter . The 
r e s u l t in g  t h e a t r ic a l  ex p er ien ce  o f  The Tempest stand s o u t ,  however, a s  
such a smooth p roduction  th a t i t  a lm ost seems to  be a d if f e r e n t  k in d  
o f  p la y  from P e r ic l e s , Cym beline, and The 7 a n ter* s  Tale -  but i t  i s  
in s te a d  S h akesp eare's f u l l  and f i n a l  r e a l iz a t io n  o f  the romance form , 
t h i s  " s tr a n g e .. .maze" which Shakespeare cou ld  " stren g th en  /  From stran ge  
to  stranger"  (T p .V .i .  242 . 2 2 7 -2 2 8 ).
One l a s t  p o in t about th e  s tr u c tu r e  o f  S h ak esp eare's  romances 
n eed s to  be n o te d , which i s  th a t th e  moral arrangement o f  ch a ra cte rs  
and them es in  each o f  h i s  romances g r e a t ly  c o n tr ib u te s  to  the  
coherency o f  h i s  romance dramas. Shakespeare d ev e lo p s  in  h i s  romances 
th e  dramatic"power to  combine and h a p p ily  c o n tr a s t ,  to  make every  
shade o f  th e  s o c ia l  and moral p a le t t e  co n tr ib u te  to  th e gen era l 
r i c h n e s s . A n  im portant dram atic a sp ec t o f  P e r i c l e s , Cym beline,
The W inter'a  T ale and The Tempest i s  th e  way in  which each p lay
442A W olfgang H. Clemen, The Development o f  S h ak esp eare's  Im agery, 
p p . c i t . , p .1 9 5 .
442B Auden, "The Sea and the M irror,"  op. c i t . , p .32.
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d ev e lo p s  an argument about moral v a lu e s .  The moral developm ent o f  
P e r ic le s  i s  v i r t u a l ly  Manichaean; th e p lay  i s  d iv id e d  between the good 
and th e  e v i l  -  w ith  th e  p o rtra y a l o f  moral am biguity  in  o n ly  a few  
secondary c h a ra c te rs  such a s  L eon in e, Lysim achus, and B o u l t . T h e  
c e n tr a l  n a r r a tiv e  o f  Cym beline, the w a g er-sto ry , p iv o ts  on a moral 
i s s u e .  Shakespeare a s s ig n s  to  each  ch a ra cter  a moral id e n t i t y  which  
th e y  a ffirm  by t h e ir  a c t io n s .  As w ith  A ntiochus and h i s  daughter and 
D ionyza and Cleon in  P e r i c l e s , C loten  and Cymbeline’ s Queen are g u i l t y  
o f  such b a sen ess  th a t  th ey  must s u f f e r  d ea th . U n lik e P e r ic l e s ,  one 
e v i l  c h a r a c te r , lach im o, i s  redeemed -  w h ile  th e  r e s t  o f  the charac­
t e r s  in  th e p la y  e i t h e r  f in d  t h e ir  way back to  a s ta t e  o f  rea ffirm ed  
in n ocen ce (a s  w ith  Imogen and B e la r iu s ) ,  o r ,  a f t e r  tem p orarily  go in g  
w rong, retu rn  to  a c o n d it io n  o f  m oral r e c t itu d e  (a s  w ith  Posthumus and 
K ing C ym beline). The moral theme i s  s t r u c tu r a lly  very  u s e fu l  in  th e  
romances because i t  can b in d  ch a r a c te r s  w ith  s im ila r  concerns who are  
l i t e r a l l y  sep arated  by e v e n ts .
. A lthough The Winter* s Tale m om entarily appears to  retu rn  to  a 
developm ent o f  a d ichotom ized  moral them e, the moral developm ent o f  the  
c h a r a c te r s  and a c t io n s  throughout th e  p la y  i s  ex trem ely  su b tle  and n o t  
a llo w in g  o f  th e  k in d  o f  "good" and "bad" la b e l l in g  which much o f  
P e r ic le s  w i l l  adm it. In d eed , one o f  th e  u n ify in g  themes o f  The 
W in ter 's  T ale i s  moral am bigu ity  -  f o r  who, a f t e r  a l l ,  has com m itted  
th e  worse crim e, L eon tes w ith  h i s  u n ju s t  a c c u sa tio n s  o f  a d u lte r y  or  
Hermione w ith  h er  i n f l i c t i n g  s ix te e n  y ea rs  o f  em otion al to r tu r e  on 
L eon tes?  The ch a ra cter  o f  A u to lycu s cap tu res  much o f  th e  moral 
am bigu ity  o f  The W in ter 's  Tale -  a ch a ra cte r  whom the audience f in d s
A lth o u ^  B o u lt works in  the b r o th e l ,  he appears to  do so n o t by  
c h o ic e ,  b u t by n e c e s s i t y .  For a s  he sa y s to  Marinas "What would you 
have me do? Go to  th e  w ars, would you , where a man may serve  seven  
y e a r s  f o r  th e  l o s s  o f  a l e g ,  and have n ot money enough in  th e end to  
buy him a wooden one?" See: P e r ,I V .v i .168-171.
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a p p ea lin g  even when he i s  commi t t i n g  crim es.
The Tempest i s  a  romance " created  and c o n tr o lle d  hy th e im a g in a tiv e  
m oral i n t e l l i g e n c e . Pros pero d ir e c t s  h i s  ch a ra c te rs  towards a 
f i n a l  g a th er in g  in  which ju s t  moral e v a lu a tio n  i s  d isp en sed  -  a scene  
w hich occu rs in  one way or another in  each o f  S h akesp eare's rom ances.
The c h a ra c te rs  then  reg a in  t h e ir  p la c e  in  s o c ie t y ,  th em se lv es , or  
t h e ir  lo v e s  because o f  a pow erful moral r e c o g n it io n . The cou rse o f  th e  
rc«nance drama was i t s e l f  a maze o f  a c c id e n ts  and in te n t io n s  which  
t e s t e d  and confirm ed t h e ir  moral w orth.
Donald A. S ta u f f e r ,  S h ak esp eare's  World o f  Im ages, op . c i t . ,
p. 392.
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V II Odyesean Themes in  Shakespearean Romance
A c r i t i c a l  aw areness o f  Homer's Odyssey a s  th e  f i r s t  work o f  ro­
mance in  w estern  l i t e r a t u r e  goes hack to  G iam b attista  G ir a ld i 's  e s sa y  
o f  1 5 4 9 » D isco rso  in to m o  a l  comporre d e i Romanzi.^^^ more r e c e n t  
tim es C la s s ic a l ly  o r ie n te d  V ic to r ia n  sc h o la r s  drew b r ie f  com parisons 
betw een Homer's O dyssey and S h ak esp eare's  rom ances, e s p e c ia l ly  The 
Tempest. In 18?6 J .S .  P h i l lp o t t s  noted  the l ik e n e s s  betw een th e  
ch a ra c te r  o f  N ausicaa  in  th e Odyssey and the ch a ra cter  o f  Miranda in  
The Tempest and how one "could h a rd ly  do b e t t e r  than exchange the  
d e t a i l s  in  Homer's can vass / o f  th e  O d ysseg /, p iec e  by p ie c e ,  / w i t ^  
th o se  in  Shakespeare . I n th e tw e n tie th  cen tu ry  t h i s  com parison  
has been  n o ted , though n o t pursued in  d e t a i l ,  by a wide range o f  
s c h o la r s  in c lu d in g  W .P.Ker, F .J .D .H o en ig er , W .H .Stanford, and Northrop  
F r y e .^ ^  And when th e  modern E n g lish  p oet and C la s s i c i s t  L ouis  
MacNeice chose to  w r ite  a poem on S h akesp eare's romances h i s  im agin­
a t io n  caught on th e  f ig u r e  o f  A u to ly cu s, O dysseus' legen dary  grand­
fa th e r  and S h ak esp eare's  f r ie n d ly  p ick p ock et in  The W in ter's  T a le , as  
a f in e  p e r s o n if ic a t io n  o f  th e  s p i r i t  which . t y p i f ie s  Shakespearean
S ee; G ia m b a t t i s ta  /G io v a n n i B a t t i s t ^  G i r a ld i ,  B is c o r s o . . . i n -  
to rn o  a l  com porre d e i  Rom anzi, d e l l e  Comedie, £  d e l l e  T ra g é d ie , _e d i  
a l t r e  M anière d i  P o e s i e ( Ve^ ^^  1554) > B .M .no. 8 3 ô .h .3* ( l ) •
In  the B is c o r s o , however, G ira ld i ra ted  Homer's O dyssey as an 
in f e r io r  work o f  romance when compared to  the m a sterp ieces  o f  h i s  
con tem p oraries, e sp . A r io s to . For more on G ira ld i se e :  G.Hough, A Pre­
fa c e  to  the F a er ie  Queene (London; Duckworth, 1 9 6 2 ), p p .50-51 .
Shakespeare, The T em pest, ed . J .  S u rtees  P h i l lp o t t s  (London: 
R iv in g to n s  "The Rugby E d i t i o n , "  1 8 7 6 ), in tr o d ,p .x x ;  See a ls o ;  W illiam  
Theobald, The C la s s i c a l  E lem ent In  The Shakespeare P la y s  ( London;
Robert Banlcs & Son, I 9 0 9 ) ,  pp. 1 80 -224 , "Homer".
447 Thes0 au thors and th e works in  which th ey  r e f e r  to  the Odyssey as  
romance and compare Homer w ith  Shakespeare are n o ted  in  Chapter I I  o f  
t h i s  s tu d y , f n s .  4 2 -4 6 . W.B. S ta n fo r d 's  a n a ly s is  o f  th e  r e la t io n  
betw een Homer and Shakespeare i s  g iv en  in  h is  The U ly sse s  Theme -  A 
Study in  The A d a p ta b ility  o f a T r a d itio n a l H ero, o p .c i t .
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448  romance. ^
In  t h i s  e s sa y  I  s h a l l  not he d e a lin g  w ith  the q u estio n  o f  how w e ll  
Shakespeare may have known Homer* e O dyssey f ir s t - h a n d ,  hut ra th e r  w ith  
th e  is s u e  o f  shared romance themes and d e v ic e s  between th ese  two g rea t  
w r ite r s  in  th e  g e n r e . W h a t  I  in te n d  t o .o f f e r  th e  reader in  t h i s  
ch a p ter  i s  a com parative a n a ly s is  o f  th e  c h a r a c t e r is t ic s  o f  th e se  
two w r ite r s  o f  romance -  an a n a ly s is  which h o p e fu lly  w i l l  c l a r i f y  
th e  s p e c ia l  q u a l i t i e s  o f  romance l i t e r a t u r e  and thereby fu r th e r  our 
u n derstan d in g  o f  th e  form . I  am n o t su g g e st in g  or tr y in g  to  prove th a t  
Shakespeare was im m ediately  in f lu e n c e d  by th e w r it in g s  o f  Homer, I  am, 
in s t e a d ,  su g g e st in g  th a t  th e romance genre e x h ib it s  a remarkable form al 
c o n t in u ity  which we may d isc o v e r  in  Homer's O dyssey and S h akesp eare's  
romances -  th e se  two c h r o n o lo g ic a lly  sep arated  but s t r u c tu r a l ly  s im ila r  
exam ples o f  th e  form . The r e la t io n  betw een Homer and Shakespeare
L ou is M acNeice, S e le c te d  Poems (London; Faber & Faber, I 9 6 4 ) ,  
"A utolycus,"  p p .89 - 9 0 *
There were a t  l e a s t  th ree  e d i t io n s  o f  Homer's com plete works in  
L a tin  t r a n s la t io n  a v a ila b le  to  Shakespeare, and one tr a n s la t io n  o f  th e  
O dyssey in  p a r t ic u la r  -  in  I t a l ia n ;  Omnia ouae quidam / s i c /  ex ta n t  
opera / t r . s e v e r a l  h a n d ÿ , (B a s e l;  1 55Ï) ; Homeri O pera (B a se l;  1 5 o l ) , t r .  
S eb a stia n  O a sta lio ;  Homeri Opera, p a r t ly  r e v is e d  by H enricus Stephanus 
^ o .p l jJ 7 ,  1 5 8 8 ; L 'U lis s e  (V en ice; 1 5 7 3 ) , tr .L o d o v ico  D o lce . We know in  
a d d it io n  th a t Shakespeare had sound tr a in in g  in  L atin  and a f a i r  
knowledge o f  I t a l ia n .  At th e same tim e we a ls o  know th a t  the Homeric 
Troy m a te r ia l which Shakespeare u sed  in  T r o ilu s  & C ressid a  was d er iv ed  
la r g e ly  from Chaucer, Chapman's I l i a d  t r a n s la t io n ,  C axton's R ecu y e ll o f  
th e  H is to r y e s  o f  Troy, and L ydgate' s Troy Book.
B oth  John L y ly !s  G a lla th ea  and th e anonymous romance drama The 
Rare Triumphs o f  Love & Fortune c o n ta in  p assages r e fe r r in g  to  th e  
O dyssey. The l i f e  and adventures o f  Odysseus were n o t uncommon know­
le d g e ,  and th ere  v/as in  a d d it io n  a p lay  by W illiam  Gager e n t i t l e d  
U ly s s e s  Redux, perform ed a t  Oxford on 6th  February, 1592 .
See; S. Gutman, The F o re ig n  S o u rces  o f  Sh akesp eare's Works -  
A n n o ta te d  B ib l io g ra p h y  o f  th e  Commentary W rit te n  On T h is  S u b je c t b e ­
tw een 1904  & 1940 to g e th e r  w ith  l i s t s  o f  c e r t a i n  t r a n s l a t i o n s  a v a i l ­
a b le  to  Shakespeare (New York: O ctagon B ooks, 1968l ; G.B u llo u g h ,N&DS08,
v o i.6 7 7op. c i t . ,  p p .83- 224.
John L y ly , G a l la th e a , 00 . c i t . , I I I . i v . 1 2 ,2 5 -2 7 , The R are Trium phs 
o f  Love & F ortu n e, op. c i t . , A ct V ,p .225 ; A.B. H arbage, A nnals  o f  
E n g lish  Drama 973- I 700, o p .c i t . ,  p . 54 .
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ex ten d s  beyond th e a f f i n i t i e s  o f  k in d red  gen iu s in to  the u se  o f  par­
t i c u l a r  c h a r a c te r s , e v e n ts ,  and s t y l i s t i c  tech n iq u es . As G eoffrey  
B ui lough  n oted  towards the end o f  h i s  e ig h th  and f i n a l  volume on 
S h ak esp eare's  source m a te r ia ls ,  " for Shakespeare romance was m ain ly  o f  
th e  M editerranean" ( N&BSOS,V I I I ,p .2 4 5 ) , ra th er  than th e  m ed ieva l, 
c o n t in e n ta l European ren a issa n ce  t r a d it io n s  o f  romance -  and i t  i s  
th e r e fo r e  to  th e g r e a te s t  M editerranean example o f  romance, Homer's 
O dyssey, th a t we should  turn  fo r  p r o f ita b le  com parisons,
S h ak esp eare's  source m a te r ia ls  f o r  romance, such a s  th e A p o llo n iu s  
o f  T yre  le g e n d , the Pandosto le g en d , th e  w r it in g s  o f B o cca c c io , F ra n c is  
S a b ie , Ovid and the H e l l e n i s t i c  prose romances were a l l  part o f  th e  
growing t r a d it io n  o f  romance begun by Homer* s O dyssey, In th e se  works 
each  author tra ced  out h i s  own n a r r a tiv e  sequence o f  C ir c e s , S ir e n s ,  
C alypsos and N au sicaas a s  the p r o ta g o n is ts  wandered towards t h e ir  
lo n g e d -fo r  g o a l.  In th e  A e th io p ic a , C litophon & I-eu c ip p e , A p o llo n iu s  
o f  T yre, and Daphnes & Chios in  p a r t ic u la r  an amalgam o f  l i t e r a r y  form s 
and d e v ic e s  are used  which are g e n e r ic a l ly  s im ila r  to  th e O dyssey.
These themes and d e v ic e s  in c lu d e  th e  u n ify in g  and d iv e r s i f y in g  theme 
o f'w an d erin g , is la n d s  and th e s e a , p r im it iv e , b e s t ia l  f ig u r e s ,  th e  
t a le - w i t h in - a - t a le  and th e retu rn  o f  th ose  t h o u ^ t  to  be dead. However, 
in s te a d  o f  d ev e lo p in g  the theme o f m ale-fem ale r e la t io n s h ip s  a s  a mas­
c u lin e  p ro g ress io n  from e v i l ,  d e s tr u c t iv e  women to  v ir tu o u s , c r e a t iv e  
women -  a s  do Homer .and Shakespeare -  th e H e l le n i s t i c  romances o f f e r  a 
m utual p ro g ress io n  o f  th e  cou p le in  r e la t io n  to  o th er  men and women.
They em phasize th e  s tr u g g le s  o f  a g u i l t l e s s ,  v ir tu o u s  hero and h ero in e  
w ith  th e n a r r a tiv e  fo c u s  m ain ly  on the h e r o in e , a d e v ic e  which Shakes­
peare would u se  towards th e end o f  P e r ic le s  (w ith  M arina), throughout 
Cymbeline (w ith  Im ogen), in  th e  second h a l f  o f  The W in ter's  T ale (w ith  
P e r d ita ) ,  but then  la y  a s id e  when he came to  The Tempest.
V/hat we s h a l l  now search  fo r  in  S h akesp eare's romances in  com parison
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to  Homer's romances i s  th e  "whole p a ttern  formed hy th e  sequence o f  
/ t h e s e /  p l a y s . . . ^ o r /  we may say  c o n f id e n t ly  th a t th e  f u l l  meaning o f  
any one o f  th ese  p la y s  i s  n ot in  i t s e l f  a lo n e , hut i n . . . i t s  r e la t io n  
to .. .S h a k e s p e a r e ' s o th e r  R om ance/ p l a y s , S o m e  g en era l com parisons 
w i l l  f i r s t  he made betw een Homer's Odyssey"and S h akesp eare's rom ances, 
th en  we s h a l l  co n cen tra te  on th e developm ent o f  a s in g le  theme ( th e  
r e la t io n  betw een men and women) in  t h e ir  rom ances, and f i n a l l y  a c lo s e  
com parison w i l l  be made betw een Homer's Odyssey and S h akesp eare's  
The Tempe s t .
The f ig u r e  o f  O dysseus a s  e s ta b lis h e d  by  Homer in  th e  Odyssey h as  
rem ained a v i t a l  f ig u r e  in  w estern  l i t e r a t u r e  fo r  a lm ost th r e e  thousand  
y e a r s  a s  an embodiment o f  the human q u a l i t i e s  o f  t r a n s ie n c e ,  r e s i l i e n c e ,  
and m ental a g i l i t y .  In  th e O dysseus le g en d s which have developed  from  
Homer's O dyssey, O dysseus has d is t in g u is h e d  h im se lf  a s  a g rea t lo v e r  o f  
adventure and a ls o  a s  a  g rea t lo v e r  o f  women, a s  one who t r a v e ls  from  
"water to  w a te r . . .  /  From woman back to  woman," who " treads u n f a l t ­
e r in g ly  /  The n ever  a l t e r e d  c i r c u i t  o f  h i s  fa te ." ^ ^ ^  The O dysseus 
f ig u r e  e p ito m iz e s  th e  e s s e n t ia l  i s s u e s  a t  stake in  th e  l i t e r a t u r e  o f  
romance, what Thomas Mann c a l le d  th e  "romance o f the. s o u l.. .w h o s e  r e a l  
p r o ta g o n is t  i s  th e  so u l o f  mankind, adventurous and in  adventure  
c r e a t iv e ,"  a s tr u g g le  m a n ifested  in  c e r ta in  men who are d r iv en  " forth  
ou t o f  the g a te s  o f  th e  p a st and th e  known in to  th e  u n c e r ta in  and 
adventurous,"  men, who, " lik e  unto th e  s to n e , w hich, by d e ta ch in g  
i t s e l f  and r o l l in g  / a r e /  d e s t in e d  to  s e t  up an e v e r - in c r e a s in g  r o l l in g
T .S . E l i o t ,  in  "John Ford ,"  from E ssays on E liza b eth a n  Drama 
(New York: H arcourt, Brace & C o., r p t . 1956] /  p. 126.
Robert G raves, 1 1 . 13 -16  in  "To Juan a t  the W inter S o l s t i c e ,"  in
Robert Graves -  Poems S e le c te d  by H im self (London: Penguin B ooks, 1 9 7 2 ), 
p p .104 - 1 0 5 .
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and sequence o f  e v e n ts ,  o f  which no man can see  the end,"452
B oth w ith in  Homer's Odyssey and in  the post-H om eric l i t e r a r y  
t r a d it io n  Odysseus i s  an en igm atic  f ig u r e .  H is v i t a l i t y  and 
r e so u r c e fu ln e ss  are u n q u estio n a b le  a t t r ib u t e s ,  bu t th ere  alw ays 
rem ains a c e n tr a l am bigu ity  con cern in g  h is -  g o a ls .  In  th e  Odyssey  
he speaks o f  h i s  homeland o f  I th a c a  a s  th e  sw e e te s t  p la ce  fo r  him on 
e a r th , c la im s th ere  i s  n o th in g  worse f o r  a man than a wandering l i f e ,  
and y e t  r e s ig n s  h im s e lf  to  th e  f a c t  th a t "there i s  n o th in g  /  more 
h e lp le s s  than a man i s ,  o f  a l l  th a t  e a r th  fo s te r s "  because man 
must endure the whims o f fo r tu n e  ( O d . iz .27- 2 8 ; x v .3 4 3 -3 4 4 ; z v i i i . I 30-  
137)*^^^ H is p e r s o n a lity  moves in  two d ir e c t io n s  a t  once and th u s h i s  
f ig u r e  in  l i t e r a t u r e  i s  a k ey  e x p r e ss io n  o f  the romance genre: r e s t l e s s ,  
im a g in a tiv e , unique and r e s i l i e n t ,  e x p r e ss in g  both  c o n serv a tiv e  and 
a n a r c h is t ic  q u a l i t i e s ,  d is ta n t  and in tim a te  a t  the same tim e, p o s se s s ­
in g  a co n cen tra ted  lo n g in g  fo r  wonderous adventures and a stro n g  
d e s ir e  to  go home.
The c h a r a c t e r is t ic s  o f  the O dysseus f ig u r e  and a la r g e  number o f  
th e th em atic  d e v ic e s  in  th e O dyssey are shared by th e p r o ta g o n is ts  in  
S h ak esp eare's  romances and by th e o v e r a l l  s tru c tu re  o f  h i s  romance 
p la y s . The theme o f  t r a v e l l in g  and wandering in  search  o f  someone or  
som ething which h as been l o s t  u n i f i e s  and d i v e r s i f i e s  both  Homer and 
S h ak esp eare's  rom ances. The O dyssey e s t a b l is h e s  t h i s  theme w ith in  
M editerranean romance by r e la t in g  a t a l e  about a man who "was d r iv e n . . .  
^ O T  many/ days on th e heavy s e a s ,  and many tim es in  h i s  h ea rt foresaw
Thomas Mann, Joseph & H is B ro th ers (London: Seeker & Warburg,
1970), PP.25,24,23.
453 A ll  q u o ta tio n s  from the O dyssey, u n le s s  o th erw ise  
n o ted , w i l l  be taken  from The O dyssey o f  Homer, tr a n s . Richmond 
L attim ore , o p . c i t , ; w h ile  the Greek t e x t  u sed  has been th a t o f  
W.B, S ta n fo rd , The Odyssey o f  Homer -  OMEROU ODYSSEIA, V o ls ,I  
& I I ,  op . c i t .
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d e s t r u c t i o n , "  w h o  w i s h e d  " a l l  h i s  d a y s . . , t o  g o  h a c k  t o  h o u s e  a n d
s e e  ^ i s /  d a y  o f  h o m e c o m i n g ' ' (  O d . v .  388-389, 219-220). T h e  d e v e l o p m e n t  o f  
t h i s  t h e m e  c r e a t e s  n u m e r o u s  f r e s h  e x p e r i e n c e s ,  a n d  h e l p s  t o  a r r a n g e  t h e  
n a r r a t i v e  h y  d i r e c t i n g  i t  t o w a r d s  a  g o a l .
In  h i s  romances Shakespeare e s t a b l is h e s  a p a ttern  o f  s u f fe r in g  f o r  
h i s  p r o ta g o n is ts  in  w hich th ey  f e e l  th ey  are g o in g  to  be wandering  
fo r e v e r .  T h is romance wandering theme i s  ex p ressed  by Marina when she 
sa y s: "This w orld to  me i s  a s  a l a s t i n g  storm , /  W hirring me from my 
fr ie n d s"  ( P er . IV. i . 19- 20) , and by Imogen when she says o f  h er l o s s  o f  
Posthumus:. "I may wander /  From e a s t  to  o c c id e n t . . .  /  . . . /a n d /  n ever /  
F ind  such another" ( Cym.IV . i i . 371-374) . ^ ^  F lo r iz e l  speaks in  a  
s im ila r  way when he sa y s: "We p r o fe s s  /  O u rselves to  be th e s la v e s  o f  
ch an ce, and f l i e s  /  Of every  wind th a t  blows" ( W int. I V . i v . 543- 545) ,  as  
d oes A lonso when he g r ie v e s  f o r  th e  l o s s  o f  h i s  son Ferdinand: "He i s  
drowned /  Y/hom th u s we s tr a y  to  f in d ,  and th e se a  mocks /  Our f r u s t r a t e  
search  on land" ( T p .I l l . i i i . 8-10) .  A lthough the p r o ta g o n is ts  in  b o th  
Homer and S h ak esp eare's  romances may read th em selves a s  v ic t im s  o f  
l i f e ' s  unexp ected  happenings and th in k  o f g iv in g  up a l l  hope, i t  i s  
th e v ery  u n p r e d ic ta b il i t y  o f  e v e n ts  in  t h e ir  romance t a l e s  which w i l l  
le a d  them towards whomever th ey  seek .
B o t h  H o m e r  a n d  S h a k e s p e a r e  w e a v e  i n  a  g r e a t  d e a l  o f  m a r v e l ,  r i s k  
a n d  t r i u m p h a n t  a d v e n t u r e s  i n t o  t h e i r  t a l e s ,  u s e  a  p l o t  a b o u t  a  w a n d e r i n g  
j o u r n e y  t o w a r d s  h o m e  f i l l e d  w i t h  i n c i d e n t s  o f  s h i p w r e c k  a n d  l o s s ,  s t r e s s  
a  m i n g l i n g  o f  b l e s s i n g s  a n d  s o r r o w s  i n  t h e  l i v e s  o f  t h e i r  p r o t a g o n i s t s ,  
a n d  e n d  t h e i r  r o m a n c e s  w i t h  a  f i n a l  r e u n i o n  s c e n e  i n  w h i c h  h u s b a n d  a n d
^  The O dyssean p a t t e r n  in  Cym beline i s  m ixed in  w ith  m ed iev a l and 
c o n t in e n ta l  r e n a is s a n c e  romance m o t i f s .  A lthough  th e r e  i s  in  Cym beline 
th e  p o w erfu l s e a - l i k e  m etapho r o f  B r i t a i n  a s  an i s l a n d  ( C^nn. I l l .1 3 ,1 8 -  
22 ) and th e  p h ra se  "F o rtu n e  b r in g s  in  some b o a ts  t h a t  a re  n o t s t e e r 'd "
( C y m .I V .i i i .4 6 ) ,  th e  im m ediate l i m i t  o f  human endeavour i s  th e  f o r e s t  
r a t h e r  th a n  th e  s e a  and  th e  t a l e  i s  som eth ing  o f  a  c o u r t l y  romance 
c o n ce rn ed  w ith  a  k i n g 's  l i k e s  and d i s l i k e s .
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w if e ,  fa th e r  and c h i ld ,  r u le r  and kingdom are r e u n ite d . In p a r t ic u la r ,
b o th  t h e ir  works o f  romance in c lu d e  an em phasis on gen era tio n  
455d if f e r e n c e s ,  on th e pageantry and sp e c ta c le  o f  cou rt l i f e  and e x o t ic  
la n d s , make im portant th em atic  u se  o f  d is t in g u is h in g  tokens,^^^ and 
em phasize th e power o f  m usic and m agica l wonders.
Both th e Odyssey and S h ak esp eare's  romances are amalgams o f  
d i f f e r e n t  l i t e r a r y  form s. They c o n ta in  extrem ely  im a g in a tiv e , alm ost 
v is io n a r y  e x p r e ss io n s  o f  human e x is te n c e ;  such as Homer's v i s io n  o f  th e  
s o u ls  f l i t t e r i n g  and g ib b er in g  down to  Hades l i k e  "bats in  th e depth  
o f  an aw ful cave" (O d .x r v .6 );  o r  th e  appearance o f  Diana to  P e r ic le s  
( P e r .V. i . 238- 2 4 7 ) ;  o f  J u p ite r  to  Posthumus ( Cym.V . i v , 9 3 -1 1 3 ) , A ntigonus' 
p ro p h etic  dream o f  Hermione ( W int. I l l . i i i .1 7 -3 7 ) ;  and A r ie l ' s  sudden 
appearance a s  a harpy to  A lon so , S e b a s tia n , and A nton io , th e  " three men 
o f  s in ,  whom d e s t in y . ••  /  Hath caused  to  b e lc h  u p . . .o n  is la n d  /
. . . / a n ^  made mad" ( T p . I I I . i i i . 5 2 , 5 6 ,5 8 ) .  Both au th ors f i l l  t h e ir  
romances w ith  e p iso d e s  o f  lo v e  and ad ven tu re, from Demodokos' s l i g h t l y  
r isq u e  s to r y  o f  A res and A phrodite caught in  th e n e t  o f  H ephaistos  
(Gd. y i i i . 266- 366 ) ,  to  Ferdinand and Miranda f a l l i n g  in  lo v e  and co u r tin g  
a s  i f  th ey  were dancing a m inuet.
S cen es o f  humour can be counterposed  w ith  scen es  o f  extreme
455 L a e r te s ,  O dy sseu s, and Telem achus i n  th e  O dyssey ; P e r i c l e s  and 
M arin a  in  P e r i c l e s ; C ym beline, Im ogen, A rv ira g u s  and G u id e riu s  in  
C ym beline; L eontes and  P e r d i t a ,  P o lix e n e s  and F l o r i z e l  in  The W in te r 'a  
T a le ; P ro sp e ro  and M iran d a , A lonso and F e rd in a n d  i n  The T em pest.
In  th e  O dyssey t h i s  w ould be  O dysseus ' s c a r ,  im p o r ta n t on a t  
l e a s t  two o c c a s io n s ,  O d.x ix  .3 8 6 -3 9 4 ,x x iv . 331 f . ;  in  P e r i c l e s  t h i s  i s  
th e  r i n g  w hich P e r i c l e s  p resen ts  to  M arina, P e r . V . i i i . 39-41; i n  
Cym beline i t  i s  th e  "m ole , a  sanguin  star"  upon G u id e r iu s ' n e c k ,
Im o g en 's  m o th e r 's  d iam ond, th e  b r a c e l e t  w hich  Posthum us g iv e s  to  Im ogen, 
p lu s  " th e  m ost c u r io u s  m a n tle "  made by  th e  queen m o ther f o r  A rv ira g u s , 
jCym /V.v.363- 365, I . i . l l l - 1 2 3 , V . v . 360- 362; i n  The W in te r 's  T a le  i t  i s  th e  
m a n tle  o f  Queen Herm ione and the jew e l l e f t  w ith  P e r d ita , th e  h an d k e r­
c h i e f  and th e  r in g s  o f  A n to n ig o n u s , W in t. V . i . 3 3 -3 5 >64- 66 ; in  The 
Tempest  i t  i s  th e  ro b e s  o f  s t a t e  w hich mark P ro sp e ro  a s  "M ila n " , Tp. 
V.i.ioïï-IOT.
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savagery  or g r i e f ,  a s  in  the e ig h te e n th  hook o f  th e  Odyssey when 
O dysseus w r e s t le s  w ith  th e  o ld  beggar 1 r e s ,  and im m ediately th e r e a f te r  
speaks to  Amphinomos about how "Of a l l  c r e a tu r e s  th a t  b reath e and walk 
on e a r th  th ere  i s  n o th in g  /  more h e lp le s s  than a man" z v i i i , 1 3 0 -  
1 3 1 ) and p lea d s w ith  Amphinomos to  save h i s  own l i f e  and q u it  the  
s u i t o r s .  In  the same manner th ere  i s  a m ixture o f  the lu d ic r o u s  and 
the se r io u s  in  the b eg in n in g  o f  th e  th ir d  A ct o f  The Winter* s Tale 
where one moment th e  audience hears th e shepherd ta lk  about how he 
w ished  "there were no age betw een te n  and th r e e -a n d - tw e n ty .. .fo r  th ere  
i s  n o th in g  in  the betw een but g e t t in g  wenches w ith  c h i ld ,  wronging the  
a n c ie n tr y ,"  and no more than f i f t y  l i n e s  l a t e r  we h ear about "how th e  
b ea r  to r e  ou t /Â n tigon u s^ y  shou lder b on e, how he c r i e d . . . f o r  help"  
( W int. I I I . i i i . 5 9 -6 3 , 9 5 -9 6 ) ,
B oth  works in  v a ry in g  d egrees make c la im s to  h i s t o r i c a l  r e le v a n c y ,  
Homer e s p e c ia l ly  w ith  th e d e p ic t io n  o f  th e  Mycenean w a rr io r -k in g s  and 
Shakespeare w ith  th e a n c ie n t B r ita in  w orld o f  "King Kym beline". F ab le­
l i k e ,  n a iv e  e lem en ts are s c a t te r e d  throughout b oth  t h e ir  works.
W.P.Ker spoke o f  th e  " fa ir y  in te r lu d e s  in  the O dyssey. . .when th e  t r a g ic
s tr e n g th  i s  a llo w ed  to  r e s t . . . / a n d  t h e j  many v a r i e t i e s . . . / o f /  Romance" 
457show th em se lv es .  ^ Examples o f  t h i s  in  th e Odyssey would be in  th e  
C alypso and th e C irce s e c t io n s ,  or more p a r t ic u la r ly  in  th e in c id e n t  
w ith  th e  m a g ica l, u n sin k a b le  h e a d -v e il  o f  the sea  nymph Ino Leukothea 
(O d .v , 333- 353 ) ,  The f a b l e - l i k e ,  n a ïv e  elem en ts dominate Shakespeare’ s 
Tempest in  p a r t ic u la r  in  th e  ch a ra c te rs  o f  A r ie l and C aliban; but th ere  
are p r é f ig u r a t io n s  o f  t h i s  elem ent in  th e ch a ra cter  o f  th e  (^ueen in  
Cymbeline or  in  P e r ic le s *  v is io n  o f  th e ocean f lo o r  in  Act th r e e , scene  
one o f  P e r ic l e s . F in a l ly  many o f  th e  components in  b o th  romances are 
c l o s e l y  lin k e d  to  th e  n a t io n a l myths and r i t u a l s  which produced them.
W .P.Ker, E p ic & Romance, op. c i t . , p .321.
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from  Homer’ s b a se  i n  th e  f o l k - t a l e  and sag a  o f  th e  E a s te rn  M e d ite r r ­
anean  to  S h a k e sp e a re ’ s  u s e  o f  W arw icksh ire  f o l k - f e s t i v a l s  i n  th e  
second  h a l f  o f  The W inter* s T a le .^^^
In  t h e i r  o r i g i n a l  form  b o th  Homer’ s O dyssey and  S h a k e sp e a re ’ s 
rom ances w ere d e s ig n e d  f o r  p u b l ic  p e rfo rm a n ce . The O dyssey was 
d e s ig n e d  i n  an  e p is o d ic  f a s h io n  so t h a t  th e  b a rd  who was s in g in g  i t  
c o u ld  v a ry  th e  le n g th  o f  h i s  o r a l  n a r r a t i o n  to  accommodate th e  t a s t e s  
o f  h i s  a u d ie n c e s .  The O dyssey , l i k e  S h a k e sp e a re ’ s rom ances h a s  th e  
d ra m a tic  q u a l i t i e s ,  sen se  o f  im m ediacy and c o lo u r  w h ich  one w ould 
e x p e c t from  a  work d e s ig n e d  f o r  p e rfo rm a n ce . A b a rd  was n o t  e x p e c te d  
to  " a c t"  i n  th e  modern s e n s e , b u t  h i s  u se  o f  th e  t e x t  was m eant to  
b e  c r e a t i v e ,  to  convey a  sen se  t h a t  w hat was h ap p en in g  i n  th e  w ork, a s  
w i th .a  p la y ,  was h ap p en in g  a t  th e  v e ry  moment i t  was b e in g  r e c i t e d .  
Thus th e  s p o n ta n e i ty  and th e  a r t i f i c i a l  d is so n a n c e  o f  th e  romance fo rm  
a s  th e y  e x i s t  in  th e  O dyssey and i n  S h a k e sp e a re ’ s rom ances w ere 
o r i g i n a l l y  p roduced  i n  an  a r t i s t i c  medium, th e  o r a l  e p ic  and th e  
p u b l i c  t h e a t r e ,  d e s ig n e d  to  e x p lo i t  th e s e  v e ry  q u a l i t i e s .
In  a l l  romance th e r e  i s  an e lem en t o r  a  p la c e  w hich r e p r e s e n t s  
th e  l i m i t s  o f  human en d ea v o u r, and  th e  romance p r o ta g o n i s t s  c o n f ro n t  
t h i s  l i m i t  e i t h e r  b y  chance o r  c h o ic e .  In  m ed iev a l and c o n t in e n ta l  
r e n a is s a n c e  romance t h i s  l i m i t  i s  u s u a l l y  th e  f o r e s t  a s  th e  " p la c e  o f
458 F o r  th e  u s e  o f  f o l k - t a l e  and r i t u a l  e le m e n ts  in  Homer and 
S h ak esp ea re  s e e ,  r e s p e c t iv e l y :  R .C a rp e n te r ,  F o lk  t a l e , f i c t i o n  and 
sag a  in  th e  H om eric e p i c s , (B e rk e le y , C a l i f . :  U n iv e r s i ty  P r e s s ,1953)> 
B a th e r  C la s s ic a l  L e c tu re  20; V .V ik e n tie v , "Le r e t o u r  d ’U ly sse  du p o in t  
de vue e g y p to lo g iq u e  e t  f o lk l o r iq u e .  P a r a l l è l e s  a n c ie n s  e t  m oyenâgeux ," 
BIE 29 ( 1946 - 4 7 ) >pp,183 - 2 3 4 » E .G reen law , "S h a k e sp e a re ’ s P a s t o r a l s , "  in  
S tu d ie s  in  P h i lo lo /ry , X II I  ( I 9 I 6 ) ,  p p .1 2 2 -1 5 4 ; D ouglas B ush , M ythology 
& th e  R en a issan c e  T r a d i t io n  in  E n g l is h  P o e try  (New Y ork: W.W. N o rto n  &
Co. I n c . , 1963)•
F o r  more on Homer & th e  o r a l  t r a d i t i o n  s e e :  The M aking o f  Hom eric 
V erse  -  The C o lle c te d  P a p e rs  o f  Milman P a rry  (O x fo rd : U niv . P r e s s ,  1971)>  
e d . AeMilman P a r ry .
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in i t i a t io n "  f o r  th e romance h ero , the p la ce  which "holds th e  dark 
forb id d en  t h i n g s . . . t h e  s e c r e t  o f  th e  s o u l ' s  a d v e n t u r e . . . f u l l  o f  stran ge  
form s and w hisperin g  v o i c e s . . . / w h e r e /  the fo r c e s  o f  nature r e v e a l  
t h e m s e l v e s . I n  b oth  Homer and Shakespeare t h i s  l im i t  i s  rep resen ted  
by th e  sea  a s  th e p la c e  o f  i n i t i a t i o n  and know ledge. The se a  i s  a 
moody, u n fo r g e tta b le  part o f  the Odyssean ex p e r ie n c e , a phenomenon 
which Homer i d e n t i f i e s  a s  " b r ig h t . . .b a r r e n .. .w id e . . . / a n d /  f la s h in g  
(Od. i i i . 1 5 3 ;  11,370.295;^^"^.273). which i s  co loured  "dark-b lue. . .w in e -  
b l u e . . . v i o l e t - l i k e . . .w h it e - f l e c k e d . . . /a n d /  rainbowod" (O d .v .5 6 j 1 .183;
V. 72  ; i i .  2 6 1 . 4 2 8 ) ,  and which i s  enormous and u n p red ic ta b le  : "wide-wayed 
. . . h a z y ,  d im .. .e n d le s s  and to s s in g "  (Od. 11.263-264; 1"^.510; i v . 5 1 0 ).^^^
The sea  p ro v id es  the medium and th e atmosphere in  both  Homer and 
S h ak esp eare's  romances in  which the wanderer s tr u g g le s  homeward, i t  i s  
th e  tw o-edged fo r c e  which may overbear and crush  him or e l s e  show mercy 
and "bring in  some b o a ts  th a t are n o t s te e r 'd "  ( Cym. I V . i i i . 4 6 ).^^^
The sea  i s  a metaphor f o r  fo r tu n e , chance, c o in c id e n c e , f a t e ,  doom, 
lu c k , n e c e s s i t y ,  and p rov id en ce . Yet i t  i s  more than a l l  th e se  because  
i t  h as a m a te r ia l p resen ce , i t  i s  a ta n g ib le  m ystery which i s
H e in r ich  Zimmer, The K ing & The Corpse, op. c i t . , p , l8 2 .
T r a n s la tio n s  o f  p a ssa g es  from the O dyssey  by way o f  S ta n fo r d 's  
e d i t io n ,  on . c i t . , and R .J . C u n lif f , A L exicon  o f  th e Homeric D ia le c t  
(London: B la c k ie  & S o n ., L td .,  I 9 2 4 ) ,
Compare, f o r  in s ta n c e ,  how Odysseus re tu rn s to  I th a c a  in  a b oa t  
in  which he i s  n e ith e r  ca p ta in  nor even awake (O d .x ii i  , 7 8 f ,) »  and 
how P e r ic le s  d is c o v e r s  Marina in  M ytilen e -  having come th ere  by chance, 
b e in g  "driven b e fo r e  th e  winds" in  h is  b oat ( F e r ,V . i ,1 4 ) .
( 261)
e s s e n t i a l l y  urücnowable and u n p re d ic ta b le .
The th em atic  u se  o f  th e  sea  in  Homeryand S h a k e sp e a re 's  romances 
c r e a te s  an is la n d  sen se , th e  s e n s a tio n  th a t  in d iv id u a l  man i s  
surrounded  by u n p re d ic ta b le  fo rc e s  which a l t e r n a t e ly  ebb and flow  a t  
h i s  sh o re . T h is s e n s a tio n  does n o t c re a te ^ a  m orbid, th re a te n in g  
p a ra n o ia ; in s te a d  i t  becomes a m etaphor f o r  th e  ch a llen g e  which th e  
romance hero  must fa c e  i f  he i s  to  l iv e  and f l o u r i s h .  P e r ic le s  wanders 
from  p o r t  to  p o r t ,  Cym beline, L eo n te s , and P rospero  a re  a l l  i s la n d  men 
-  on i s la n d s  o f p ro g re s s iv e ly  d im in ish in g  s iz e .  P ro s p e ro 's  i s la n d  i s  
"a  poor i s l e , "  a  "most d e so la te  i s l e , "  won "by so rce ry "  from a w itch  
(T p. V . i . 2 1 2 ; I I I . i i i . 8 0 ; I I I . i i . 4 9 ) .  B ut from t h i s  i s la n d  he w ins back 
h i s  own p lace  in  s o c ie ty  and e n su res  th e  fu tu r e  h ap p in ess  o f h i s  c h i ld . .  
The sea  and th e  i s la n d  in  Hom er's and S halcespeare 's  rom ances, l i k e  th e  
f o r e s t  and th e  c a s t l e  in  m edieval and c o n t in e n ta l  re n a is sa n c e  romance, 
a re  th e  p la c e s  where self-know ledge i s  ach ieved  and in d iv id u a l  w orth  
i s  t e s t e d ,  th e  p la c e s  where th e  romance p ro ta g o n is ts  must prove t h e i r  
w orth  o r  d ie .^ ^ ^  * '
The theme o f  someone though t to  be dead re tu rn in g  to  l i f e  i s  
l in k e d  in  th e  Odyssey w ith  Odysseus* I th a c a n  r e tu r n ,  w hereas in  
S h a k e sp e a re 's  romances i t  i s  developed f i r s t  w ith  re g a rd  to  an 
u nexpected  reco v ery  f a r  from home and th en  to  an e v en tu a l r e tu r n  home. 
When Odysseus r e tu r n s  to  I th a c a  he d is c o v e rs  t h a t  a l l  o f h i s  fa m ily  
and lo y a l  s e rv a n ts  on I th a c a  th in k  he i s  dead . Speaking of h is  f a th e r  
O dysseus, L a e r te s  s a y s , "Did he e v e r l iv e ?  . . . ^ e  w as/ an i l l - s t a r r e d  
man, one whom / s u r e l y  n o ÿ . . . t h e  f i s h  have e a te n  in  th e  g re a t  s e a , o r
yf
In  S h a k e sp e a re 's  romances o n ly  two p r o ta g o n is ts ,  th e  young boy 
M am illius and Lord A ntigonus in  The W in te r 's  T a le , a c tu a l ly  d ie ;  w hereas 
in  th e  Odyssey a l l  o f  Odysseus companions from  I th a c a  who accompanied 
him to  Troy and began th e  r e tu r n  voyage home a re  l o s t .  I  have n o t 
counted  th e  d e a th s  o f th e  Queen and C lo ten  in  Cymbeline as a  m eaningful 
d e a th  in  th e  r e s p e c t  n o ted  above s in c e ,  l ik e  A ntiochus and Dionyza 
b e fo re  them, th e y  p la y  th e  p a r t  o f a n ta g o n is ts .
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e ls e  on th e  d ry  la n d  /  h as  heeh  s p o i l  f o r  w ild  b e a s ts  a n d . . .b i r d s "  
(O d .x x iv .289- 292) .  S im ila r ly  in  S h a k e sp e a re 's  rom ances, M arina,
T h a is a . Posthum us, Imogen, A rv irag u s , G u id e riu s , P e r d i t a ,  Hermione, 
P ro sp e ro , M iranda, A lonso, and F erd in an d  a re  a l l  f e a re d  dead -  and th e  
rom ances in  which th e y  appear end soon a f t e r  th ey  "come to  l i f e " .  The 
e f f e c t  o f  t h i s  r e tu r n  to  l i f e  in  b o th  Homer and Shakespeare i s  a  r e ­
a f f i rm a t io n  and renew al o f human lo v e , a  j u s t i f i c a t i o n  f o r  th e  a p p a re n tly  
g o a l le s s  w anderings which th e  p ro ta g o n is ts  b e lie v e d  them selves to  be . 
s u f f e r in g .
B oth  Homer and Shakespeare u se  p r im i t iv e ,  b e s t i a l  c h a r a c te r s  and 
p e r s o n a l i t i e s  who r e v e r t  to  th e  use o f  savage lan g u ag e , im agery, and 
a c t io n s  a s  a way o f  e s ta b l i s h in g  a  m oral dichotom y in  t h e i r  rom ances.
The most o u ts ta n d in g  example o f t h i s  in  th e  Odyssey i s  th e  
p re s e n ta t io n  o f th e  " la w le s s , . o u trageous Cyclopes" who "have no 
i n s t i t u t i o n s "  and "each  one i s  th e  la w . . .a n d  c a re s  n o th in g  about th e  
o th e rs "  (O d .jz ,106 -1 0 7 ,1 1 2 ,1 1 4 -1 1 5 ), who serv e  b o th  a s  a  th em atic  
p re f ig u r in g  o f th e  s u i to r s  and a s  a  th em a tic  co u n terb a lan ce  f o r  
O dysseus. P r im a l, b e s t i a l  t r a i t s  a re  shown by  p e r s o n a l i t i e s  th roughou t 
S hakesp eare ’ s rom ances, u s u a l ly  a s  one f a c e t  o f an e v i l  o r  d is e a se d  
p e r s o n a l i ty ,  a s  w ith  lachim o in  Cymbeline o r  Alonso in  The Tempest, o r  
in  a more c o n c e n tra te d  fa s h io n , a s  w ith  K ing A n tio c h u s .in  P e r i c l e s ,
C lo ten  in  Cym beline, and K ing L eontes in  The W in te r 's  T a le . F in a l ly  
w ith  The Tempest Shakespeare s e t t l e s  upon a  c h a ra c te r  a s  w holly  
p r im it iv e  and la w le s s  a s  Hom er's C yclops, C aliban . E s ta b l is h in g  a 
m oral dichotom y a ls o  h e lp s  to  reawaken th e  o ld  and c h e r ish e d  v a lu e s  
o f th e  s o c ie ty  f o r  which th e  romance i s  b e in g  produced . Thus Odysseus* 
s tru g g le  a g a in s t  th e  la w le s s  Cyclops and th e  s u i to r s ,  h i s  up h o ld in g  
th e  Olympian p r in c ip le s  o f law , a re  i n  accordance w ith  c h e r ish e d  
Io n ia n  id e a l s .  L ikew ise S h a k e sp e a re 's  m oral and sex u a l co n serva tism  
in  th e  romances f i t s  h i s  t a l e s  in to  an o rd e r  o f s t r i c t  C h r is t ia n
(263)
m o r a l i t y .4 ^ 4
The p ro ta g o n is ts  in  th e  romances o f Homer and Shakespeare a re  
e s s e n t i a l l y  p ious f ig u r e s  who seek to  honour th e  law s o f  men and fo llo w  
d iv in e  gu idance . Among Shalcespeare*s p ro ta g o n is ts  L eontes ap p ea rs  a t  
f i r s t  to  he an o u ts ta n d in g  e x ce p tio n  to  t h i s  r u le ,  h u t a f t e r  Hermione 
" d ie s "  when he d e n ie s  th e  D elphic  o r a c le ’ s d e c is io n  he r i g i d l y  
conform s to  t h i s  p a t t e r n .  The romance p ro ta g o n is ts  in  th e  works o f 
b o th  w r i te r s  a re  a lso  q u ic k - th in k in g  a lth o u g h  w ith  P ost humus and Leontes 
one m ight say  " o v e r- im a g in a tiv e " , a  q u a l i ty  which u s u a l ly  se rv e s  them 
w e ll b u t sometimes g e ts  them in  t r o u b le .  Thus when Odysseus f a c e s  th e  
h o r r o r s  o f  th e  Cyclops Polyphemous he u se s  h i s  g re a t  cunning w ith  th e  
escape  t r i c k  o f th e  sheep , b u t t h i s  su ccess  le a d s  Odysseus to  make th e  
ra s h  m istak e  o f b o a s t in g  and re v e a l in g  h i s  i d e n t i t y  to  Polyphemous 
and he b r in g s  down upon h im se lf  th e  w andering cu rse  o f  Poseidon . 
L ik ew ise , P e r ic le s , i s  qu ick  to  f ig u r e  o u t Antiochus* r id d le  i n  Act one 
o f P e r i c l e s , b u t P e r ic le s  must pay f o r  t h i s  w ith  Antiochus* cu rse  and 
m ust spend u n t i l  A ct th re e  f l e e in g  h i s  w ra th .
B oth  Homer and Shakespeare make s p e c ia l  use  o f th e  romance dev ice  
o f  a  t a l e - w i t h i n - a - t a l e .  The lo n g e s t example o f  t h i s  in  th e  Odyssey 
i s  Odysseus r e l a t i n g  h i s  a d v en tu res  a t  th e  c o u r t o f th e  P h aec ian s , an 
acco u n tin g  which l a s t s  f o r  th r e e  books o f th e  Odyssey ( O d . ix - x i i ) .  At 
v a r io u s  p o in ts  on h i s  way home Odysseus makes up s to r i e s  a s  th e  need, 
a r i s e s ,  a s  when he t e l l s  Eumaios th e  sw ineherd about h i s  l i f e  a s  
K a s to r ’ s so n , a  C re tan  s o ld ie r ,  who f o u ^ t  a t  Troy a lo n g sid e  Odysseus 
( Od. x iv . 1 19-339 ) » S hakespeare c o n tr iv e s  John Gower a s  th e  n a r r a to r  f o r  
P e r ic le s  and th u s  c r e a te s  a  f i c t i o n a l  t r a n s i t i o n  f ig u r e  betw een th e
F o r a  d e ta i l e d  e x p la n a tio n  on th e  s u b je c t o f  Shakespeare and 
r e l ig io n  see th e  two c o n tr a s t in g  view s o f f e re d  by: M.D.H. P a ik e r ,  The 
S lave o f L ife  (London: C hatto  & Yifindus, 1 9 5 5 )Î and Roland M. F ry e , 
Shalcespeare and C h r is t ia n  D o c trin e  (P r in c e to n ; U n iv e rs i ty  P r e s s ,  1963) .
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aud ience  and th e  s to ry  o f P e r i c l e s ,  a  d ev ice  which s e t s  a p a r t  th e  w orld 
o f P e r ic le s  a s  one s te p  removed from a  more immediate f i c t i o n .  T his 
s p e c ia l  u se  o f  n a r r a t io n  i s  approached-from  a  d i f f e r e n t  an g le  in  
Cym beline. W ith th e  case  o f lachimo* s f i c t i t i o u s  s to ry  to  Posthumus 
abou t how Imogen was seduced (C y m .I I .iv .2 6 " f . )  th e  t a l e - w i th in - a - t a l e  
does n o t serve  to  deepen th e  s e p a ra te  w orld o f th e  r e l a t e d  f i c t i o n ,  
b u t  r a th e r  to  e x h ib i t  lachimo* s t r e a c h e ry ,  to  use a  t a l e - w i th in - a - t a l e  
a s  a  d is ru p t iv e  fa ls e h o o d . Imogen a ls o  t e l l s  h e r t a l e s  w ith in  
Cymbeline when she m eets B e la r iu s  and h e r  b ro th e r s  in  th e  f o r e s t s  o f 
W ales, b u t i n  h e r  case  th e  f a b r ic a t io n  th a t  she i s  a  boy named 
" F id e le " ,  se a rc h in g  a f t e r  a  "kinsman who /  I s  bound f o r  I t a l y "  ( Cym.
I I I . v i . 59- 60) in c re a s e s  aud ience  p a th o s  f o r  h e r .^ ^ ^  In  The W inter*s 
T ale  th e re  i s  th e  b r i e f  s to ry  o f th e  D elphic O racle  to ld  by  th e  
r e tu r n in g  Lords Cleomenes and Dion ( W in t.I I I . i . l  f . )  and M am illius* 
a tte m p ts  to  b eg in  a  s to r y  about " s p r i t e s  and g o b lin s"  and a  "m an ... 
/w h o / dw elt by  a  churchyard" ( W i n t . I I . i . 2 6 ,2 8 ,3 0 ) . F in a l ly  w ith  The 
Tempest th e  d ev ice  o f  th e  t a l e - w i th in - a - t a l e  i s  condensed in to  
P ro sp ero * s n a r r a t io n  to  M iranda in  Act one , scene two when he t e l l s  
h e r  how th e y  came to  be l i v in g  on th e  enchan ted  i s l e .
But th e  most im p ressiv e  v e r s io n  o f  a t a le - w i t h in - a - t a le  which i s  
u sed  w ith in  th e romances o f  Shakespeare occu rs w ith in  The Winter* s  
T ale in  th e p sy c h o tic  im agin in gs o f  K ing L eo n tes , h i s  p a in fu l  
f a n t a s ie s  o f  a "bawdy p lan et"  where on e’ s  neighbour, " S ir S m ile ,"  
c o p u la te s  w ith  one’ s  ? d fe , where cuckolded  and d e c e iv e d , th e  husband 
" l i t t l e  th in k s  she has been s lu ic e d  in  *s ab sen ce , /  And h i s  pond 
f i s h e d  by h is  neighbour" ( W int. I . i i . 201 ,196 ,194-195), T his i s  a  ca se  
o f  p sy c h o tic  d e lu s io n s  o f  je a lo u sy  c r e a t in g  a background o f ex p er ien ce
 ^ Shalcespeare a ls o  b lo c k s  o f f  most o f  her t a le  to  save room f o r  th e  
main p lo t .  Thus A ct I I I ,  scene v i  ends w ith  the th ree  men gath ered  
around a cam pfire a s  Imogen i s  about to  r e la t e  h er f i c t i o n  in  d e t a i l .
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and even t»  which have a b s o lu te ly  no fo u n d a tio n  in  th e  r e a l  w orld ex cep t 
in  th e  je a lo u sy  i t s e l f .  Leontes* ex tended  m etaphors on h is  "bawdy 
w orld" f i l l s  ou t a canvas o f b re e d in g , in f e c te d ,  and c re ep in g  th in g s ,  
o f  d is e a s e s  and d e v i l s ,  s l u t t e r y  and cucko ld ry  ( W int. I I . i . 39-45 ; I . i i .  
418 , 386,404f 37 4 ,268- 278, 191- 207)• S hakespeare’ s g rap h ic  re fe re n c e s  to  
t h i s  w orld  b o th  in  Leontes* speech and in  th o se  c h a ra c te rs  he a f f e c t s ,  
h e lp s  to  develop  an im aginary  "bawdy p la n e t"  in  th e  a u d ien ce ’ s mind 
which L eo n tes, however, a c tu a l ly  b e l ie v e s  to  e x i s t .  In  h i s  romances 
S hakespeare had p re v io u s ly  experim ented  w ith  th e  c re a t io n  o f  an 
im ag inary , w orld  caused  by je a lo u sy  w ith  Fosthumus* l u t t i n g  b o a r speech 
a t  th e  end o f  Act two in  Cymbeline ( Cym. I I . v . ) .
Shakespeare u sed  th e d ev ic e  o f  a t a le - w i t h in - a - t a le  l e s s  w ith  each  
romance, but w ith  both  Shakespeare and Homer t h is  d ev ic e  se r v e s  th e  
same purpose o f  d is lo c a t in g  and s u b s ta n t ia t in g  the f i c t i v e  w orld  o f  
th e  romance. T e l l in g  a f i c t i o n  from w ith in  a f i c t i o n  c r e a te s  two 
l e v e l s  w ith in  the romance i t s e l f :  th e  immediate l e v e l  (O dysseus a t
th e  Phaecian c o u r t , Gower speak ing to  th e au d ien ce) and th e r e la t e d  
l e v e l  (Odysseus* w anderings, P e r ic le s*  w and erin gs). T his d ev ice  
deepens th e n a r r a tiv e  p lane and in c r e a se s  th e  sen se o f  f i c t i v e  
d is lo c a t io n  -  e s p e c ia l ly  w ith in  th e t a le - w i t h in - a - t a le  i t s e l f .  The 
w anderings o f  O dysseus and P e r ic le s  are s e t  apart on a d is t a n t ,  
wonderous p lane removed from th e fram e o f  th e n a rra to r . In  t h is  
fa s h io n  th e a u d ie n c e 's  im a g in a tio n  i s  tra n sp o rted  in to  f i c t i o n  o n ly  
t o  re tu rn  to  f i c t i o n  -  w ith  th e  f i c t i o n  which i s  retu rn ed  to  s e r v in g  
a s  th e  tou ch ston e f o r  " r e a lity "  w ith  regard to  the r e la te d  t a l e .
T h is e f f e c t  works a k in d  o f  enchantment on th e  mind o f  th e  
a u d ien ce , because i t  g iv e s  added r e a l i t y  to  the romance f i c t i o n  
and, a t  the same t im e , h e ig h ten s  th e  i r r e a l i t y  o f  th e  r e la te d
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f i c t i o n . S h a k e s p e a r e  u s e s  t h i s  sen se  o f  f i c t i v e  d is lo c a t io n
i r o n i c a l l y  and n e g a t iv e ly  w ith  lach im o , Posthumus, and L eon tes.
Im ogen 's f i c t i o n  adds dep th  to  h e r  problem s, w hile P ro s p e ro 's  t a l e  to  
M iranda p ro v id es  th e  n a r r a t iv e  background and " p o tte d  b io g ra p h ie s"  
t h a t  w i l l  make th e  n a r r a t iv e  developm ent "of The Tempest run sm oother.
C e n tra l to  th e  developm ent o f b o th  Homer's and S h a k e sp e a re 's  
rom ances i s  th e  theme o f m ale-fem ale r e la t io n s h ip s ,  a  theme which Homer 
develops econom ica lly  and w ith  g re a t  v a r i e ty  b u t a  theme which Shakes­
p eare  experim en ts  w ith , develops and re p e a ts  from p la y  to  p la y  and 
u l t im a te ly  makes u se  o f in  a  fa s h io n  s im i la r  to  Homer. The co h eren t 
developm ent o f  t h i s  theme th roughou t S h ak esp ea re 's  romances i s  one , 
re a so n  why we may f in d  th a t  " in  h i s  l a s t  ro m an ces ...S h ak esp eare  
c o n tin u e s  to  w r ite  th e  same play"^^*^ -  a  p la y  which he a l t e r s  somewhat 
w ith  each " r e t e l l i n g "  to  ach ieve  f r e s h  d ram atic  r e s u l t s ,  y e t  w ith in  
which he m a in ta in s  a  c o n s ta n t s e t  o f  th em a tic  p reo ccu p a tio n s  and a  
s im i la r  s t r u c tu r a l  u n i ty .
The d i f f e r e n t  e x p e r ien c e s  which Odysseus had w ith  women c o n ta in  
th e  q u in te s s e n t ia l  in g re d ie n ts  o f  M editerranean  romance. In  the  
Odyssey we f in d  b a s ic a l ly  two k in d s  o f  women* th o se  who a re  p u re , 
v i r tu o u s ,  s p i r i t e d  o r  f r e s h  (A re te , N au sicaa , Penelope) o r  th o se  who 
a re  co m p ellin g , b e a u t i f u l  and in te m p e ra te , . sham eless and fond  of 
lu x u ry  (C irc e , H elen , C alypso , C ly taem n es tra ). Women a re  a s  im p o rtan t 
to  th e  w orld  o f th e  Odyssey a s  a re  men, and fem ale c h a ra c te r s  ai^e
The most o u ts ta n d in g  example in  w este rn  l i t e r a t u r e  o f th e  t a l e -  
w i th in - a - t a le  d e v ic e , a  work in  which th e  whole romance i s  honeycombed 
w ith  t a l e s - w i t h i n - t a l e s ,  would be th e  romance f a n ta s y  The S aragossa  
M anuscrip t by Jan  P o to c k i. F or more on th e  use  o f t h i s  d ev ice  see : 
Tzevetan  Todorov, The F a n ta s t i c : A S t r u c tu r a l  Approach to  a  L i te r a r y  
Genre (C leveland* The P re ss  o f Case W estern R eserve, 1973), t r a n s .
R. Hov/ard.
Donald A. S ta u f f e r ,  Shakespeare* s World o f  Im ages, op . c i t .
p . 291.
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d e p ic te d  w ith  g re a t  c l a r i t y ,  r ic h n e s s ,  and i n d i v i d u a l i t y .^ ^  The 
d e c id in g  f a c to r  in  Odysseus* s tru g g le  to  g e t home i s  M s  r e l a t i o n  to  
women; th ey  a l t e r n a t e l y  r e p e l  and a t t r a c t  him ex haust and re f re s h e n  
Mm.
The f i r s t  im p o rtan t woman in  Odysseus'* wandering i s  C irc e . "She i s  
a  s tra n g e  m ix ture  o f m agic, symbolism and rea lism "^^^  who tra n sfo rm s  
men in to  swine and r e s t r a i n s  Odysseus from  moving on f o r  o v e r a  y e a r .
As th e  "months w asted  /  away, and th e  seaso n s changed," he " s a t  th e re  
f e a s t in g  on u n lim ite d  meat and sweet wine" and en jo y in g  th e  " su rp a s s in g ly  
b e a u t i f u l  bed o f  C irce"  (O d jc .4 6 9 -4 7 0 ,4 6 8 ,4 8 0 ). A f te r  a y e a r  o f t h i s  
M s  men accuse Odysseus o f  b e in g  in  an abnormal s t a t e ,  a sk in g  Mm:
"Are you mad?" (O d .x .4 7 2 ).^ ^ ^  And t e l l i n g  Mm " I t ' s  tim e to  tM n k  about 
your own co u n try "  (O d .x .4 7 2 ). The w anderer becomes l o s t  a t  th e  
commencement o f h is  jo u rn ey s  in  th e  so rc e ro u s  love o f  a  woman and, 
a lth o u g h  he f r e e s  h im s e lf ,  M s  ex p erien ce  o f  h e r means a  lo n g  d e la y  in  
ac h ie v in g  M s. e v e n tu a l f u l f i l lm e n t .
The sequence o f  women whom Odysseus en co u n te rs  a f t e r  C irce  a r e :  
th e  queens o f  th e  p a s t  i n  Hades (O d .x i.2 2 5  f . ) ,  th e  S ire n s  (O d .X .I65-  
200) ,  Calypso ( O d .x .447-450, V .55 -268), N ausicaa (O d .v i.l3 9  f . ) ,  A rete  • 
( O d .v l . i46 f . )  and Penelope ( O d .x v i i i .2 8 l . f . ) .  A ll o f  them mai j^c o u t 
v a r io u s  s ta g e s  in  h i s  r e in te g r a t io n  and r e c o n c i l i a t io n  w ith  th e  home ho
In d eed , Samuel B u t le r  though t women were so im p o rtan t f o r  th e  
Odyssey th a t  he argued  in g e n io u s ly  f o r  a  fem ale a u th o re ss  f o r  th e  
whole work. See: Samuel B u t le r ,  The A uthoress of th e  Odyssey (London: 
M acm illan , 1922).
As S ta n fo rd  n o te s  o f h e r .  See: V/.B. S ta n fo rd , The Odyssey o f 
Homer, V o l .I .  op . c i t . , p . 369*
T his i s  n o t L a t t im o re 's  t r a n s l a t i o n .  The Greek word h e re  i s  
da lm 6n i, which su g g es ts  a s t a t e  o f p o sse ss io n  and madness -  a s  i f  
Odysseus has f a l l e n  v ic tim  to  C ir c e 's  w itc h e ry . L a ttim o re  m ild ly  
t r a n s l a t e s  t h i s  p h ra se : "What a i l s  you?"
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l e f t  tw en ty  y e a r s  e a r l i e r . T h e  p ag ean t, o r  masque o f th e  b e a u t i f u l  
queens o f th e  p a s t  i n  Hades o f f e r s  Odysseus and th e  re a d e rs  an 
i n s t r u c t iv e  d is p la y  o f  fem in ine ty p e s .^ ? ^  ^ h ig  p agean t s t i c k s  o u t in  
O dysseus' v i s i t  to  Hades a s  a  passage  which Homer in c lu d e d  to  u n d e r­
sco re  th e  l a r g e r  theme o f  O dysseus' am bivalen t e x p e r ie n c e s  w ith  women. 
The language in  t h i s  s e c t io n  i s  t e r s e  and sum m ational, a s  th e  women 
who have in s p i r e d  c o u n tle s s  l i n e s  o f  v e rse  th ro ughou t C la s s ic a l  
l i t e r a t u r e  a re  condensed in to  a  few  e p i th e t s  and in c id e n ts .
Then Odysseus en co u n te rs  th e  "honey-toned" (Od^cii .1 8 ?) v o ic e  o f  
th e  S ire n s  which o f f e r s  him what he d e s i r e s  m ost: knowledge o f  a l l  
t h in g s .  T h is  would be a  b i t t e r  om nisc ience , how ever, s in c e  he would 
have to  pay f o r  i t  w ith  h i s  l i f e .  But in  th e  maddening ex p erien ce  o f 
t h e i r  v o ic e ,  which sounds and f e e l s  to  him l i k e  a  b reeze  b low ing  
s w e e tly , (Od. x i i i l 9 2 ) ,  he w ishes to  f o r f e i t  a l l  u n t i l  he la y  b e fo re  
them on th e  beach " p i le d  w ith  boneheaps /  o f men now r o t t e d  away, 
/ M t ^  th e  sk in s  s h r i v e l / e ^  upon them'*(Od.%ii#4 5- 4 6 ) .
A f te r  t h i s  Calypso "w ith  th e  lo v e ly  h a ir "  (O d .x ii .4 4 9 )  r e g i s t e r s  
a  v e ry  d i f f e r e n t  e x p e r ie n c e . Odysseus comes to  h e r  a f t e r  th e  lo s s  o f 
a l l  com panions; she b e f r ie n d s  him , ta k e s  c a re  o f him , and lo v e s  him.
H er i s la n d  p a ra d ise  o f  Ogygie i s  covered  w ith  meadows o f p a r s le y  and 
v i o l e t s ,  fo u n ta in s  and c lu s t e r in g  grape v in e s . She l i v e s  in  a  g re a t  
cav e rn  by th e  sea  w hich i s  warmed w ith  th e  f r a g r a n t  b u rn in g  o f c e d a r  
and c i t r o n  wood and "even a god who came in to  t h a t  p lace  /  Would have
. These a r e ,  o f c o u rse , on ly  th e  "h igh  p o in ts "  in  h i s  ex p erien ce  o f 
d i f f e r e n t  k in d s  o f  women o r  fem in ine  f o r c e s .  There a re  a s  vfell:
S c y l la ,  Ino  L eukothea, A thene, E u ry k le ia ,  and A n tik le a , Od. x i i .2 3 4 f . ;
V* 333-3535 x ix*467f, Î x i . l 5 2 f .
472 One may observe  th e  proud m others o f g re a t  h e ro e s , such a s  
Alkmene th e  m other o f  H erak les  and C h lo ris  the  m other o f  N e s to r , p lu s  
th e  d a rk e r  fem in ine  f ig u r e s  such a s  Leda th e  m other o f C ly taem n estra  
and H elen , and J o c a s ta  the  m other and lo v e r  o f h e r  own son O edipus, 
Od. x i .  266-270 ,281-297 ,298-304 ,271-280 .
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adm ired what he saw, th e  h e a r t  d e l ig h te d  w ith in  him" (Od. v. 7 3 -7 4 ). Two 
re a so n s  a re  g iven  why Odysseus le a v e s  h e r  a f t e r  s ta y in g  w ith  h e r  f o r  
seven y e a r s .  Hom er's re a so n  i s  t h a t  " th e  nymph was no lo n g e r  p le a s in g  
to  him" (O d .v ,153- l 54) , But th e  rea so n  v/hich Odysseus g iv e s  i s  l e s s  
d i r e c t :  "what I  want and a l l  my days I  p ine  f o r  /  i s  to  go hack  to  ray 
house and see my day o f  homecoming" (O d .v ,219-220).
A f te r  Calypso O dysseus' e x p e rien ce  w ith  women a re  l e s s  m y s te rio u s  
h u t no l e s s  w onderous. When le a v in g  P h aec ia  N ausicaa  says to  him: 
"Goodbye, s t r a n g e r ,  and th in k  o f me sometimes when you a re  /b a ck  a t  
home, hoy/ I  was th e  f i r s t  you owed y o u r l i f e  to "  ( O d .v i i i .46 1 -4 6 2 ).
And Odysseus r e p l i e s  t h a t  when ha i s  home: " I  w i l l  p ray  to  you , a s  to  a  
g o d d ess , /  a l l  th e  days o f my l i f e .  F o r , m aiden, my l i f e  was you r 
g i f t "  (Od. v i i i . 467 -468) .  N a u s ic a a 's  m other, th e  m a je s t ic  Queen A re te , 
s e e s  to  O dysseus' needs in  P h aec ia  and in s u re s  t h a t  he r e tu r n  to  
I th a c a  r i c h  in  t r e a s u r e s  ( O d .x i .333- 341) .  F in a l ly  O dysseus' r e tu r n  to  
P enelope Homer c a l l s  th e  achievem ent o f  " h is  h e a r t 's  d e s i r e "  (Od, x x i i i .  
232) -  w h ile  Athene h o ld s  back th e  d a m  so t h e i r  f i r s t  n ig h t  to g e th e r  
would l a s t  lo n g e r  (Od. x x i i i . 233 ,240 ,241 -246).
Throughout S h a k e sp e a re 's  P e r i c l e s , Cym beline, The W in te r 's  Tale 
and The Tempest th e re  i s  a th em a tic  p ro g re ss io n  from  th e  women o f 
d a rk n e ss  to  th e  women o f  l i g h t ,  from  women‘who a re  b e a u t i f u l  and com­
p e l l i n g ,  sham eless , loathsom e and e v i l  (A n tio ch u s ' d a u g h te r , D ionyza o f 
TharBUS; C ym beline 's  Queen, Sycorax) to  th o se  who honour law  and 
custom , a re  charm ing and r e f r e s h in g  (T h a is a , M arina, Imogen, Herm ione, 
P e r d i t a ,  M iran d a). The a t t r a c t i o n  o f women in  S h a k e sp e a re 's  rom ances 
i s ,  a s  P e r i c l e s '  f a th e r - in - la w  K ing Sim onides s a y s , a  "b eau ty  / t h a ^  
h a th  / i t s /  power and w i l l ,  /  Which can as  w e ll in flam e a s  i t  can k i l l "  
( P e r . I I . i i . 3 4 -3 5 ). In  P e r ic le s  and Cymbeline th e  d e s t r u c t iv e  women a t  
f i r s t  ap p ear to  be th e  more p o w erfu l, to  be more i n f l u e n t i a l  in  
c o n t r o l l in g  th e  male p ro ta g o n is ts .  As Shakespeare dev elo p s  h i s  romance
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drama in  The W inter* a Tale and The Tem pest, however, v ir tu o u s  women come 
to  dom inate th e  n a r r a t iv e  from  th e  open ing  sce n e s , w ith  t h e i r  d a rk , 
th e m a tic  c o u n te rp a r ts  e x i s t in g  s o le ly  a s  m en 's m is in te r p r e ta t io n s  o f 
women o r  a s  d e s t r u c t iv e  women o f th e  d i s t a n t  p a s t .
P e r ic le s  b e g in s  7/ i t h  th e  p ro ta g o n is t'-s  sex u a l a t t r a c t io n  and sub­
sequent a v ers io n  to  A ntioch u s' dau ghter. When P e r ic le s  f i r s t  v iew s h er • 
he i s  thrown in to  a s t a t e  o f  " l o v e , . . / a n ÿ  enflam ed d e s ir e ,"  and w ants 
to  " ta s te  the f r u i t  o f  yon c e l e s t i a l  tr e e  /  Or d ie  in  th e  adventure"
( P e r • I . i . 20- 23) .  A few  m inu tes l a t e r ,  h av in g  d isco v e re d  she p r a c t ic e s  
in c e s t  w ith  h e r  f a t h e r ,  P e r ic le s  damns h e r  as  "an e a t e r  o f  h e r  m o th e r 's  
f l e s h , "  and f l e e s  h e r  p resence  ( P e r . I . i . l 3 l ) .  H is ex p erien ce  w ith  
A ntiochus* d a u ^ t e r  a ls o  in c lu d e s  empathy f o r  h e r  c rim e , f o r  P e r ic le s  
n o te s  th a t  "A ll love  th e  womb th a t  t h e i r  f i r s t  b e in g  b re d ,"  and h as a  
h id eo u s  v is io n  o f  t h e i r  "un tim ely  c la s p in g s "  in  which A ntiochus and h i s  
d a u g h te r  a re  "b o th  l i k e  s e r p e n ts . . .w h o , though th e y  fe e d  /  On sw e e te s t 
f lo w e r s ,  y e t  th e y  po iso n  b reed "  ( P e r . I . i . 107 ,128 ,1 3 2 -1 3 3 ). From th e  
b eg in n in g  o f th e  p la y  u n t i l  Act th r e e ,  when P e r ic le s  l e a m s  o f th e  d ea th  
o f  A ntiochus and h i s  d a u g h te r , h i s  M ed ite rran ean  w anderings a re  m otiv ­
a te d  by  h i s  ex p erien ce  a t  Antiochus* c o u r t .  O r ig in a l ly  co n fro n te d  w ith  
a  scene o f in c e s t  and d e a th  in  P e r i c l e s , aud ience a t t e n t io n  s h i f t s  
im m ed ia te ly  th rough  th e  th re e  l i f e - s a v in g  ep iso d es  o f scenes one to  
th re e  in  Act one. The t h e a t r i c a l  rhythm  i s  s e t :  engaging  ou r a t t e n t io n  
w ith  a  v ic t im iz e d  p ro ta g o n is t  who i s  fo rc e d  to  wander due to  a 
d e s t r u c t i v e ,  v en g efu l e x te r n a l  fo rc e  -  a  romance p a t te r n  f i r s t  developed  
by  th e  Odyssey.
Where th e h orrors o f  A ntiochus* daughter le a v e  o f f ,  the crim e o f  
Dionyza* s apparent murder o f  Marina b e g in s . When P e r ic le s  le a r n s  o f  
M arin a 's "death" from the d e c e i t f u l  D ionyza , h i s  o n ly  d e s ir e  i s  to  
wander, to  " leave Tharsuo and a ga in  e m b a r k ...to  p u t. . .  on s a c k c lo th , and 
to  sea" ( P e r .IV .i v . 27 , 29) .  Added to  th e  theme o f  d e s tr u c t iv e  women in
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P e r ic le s  i s  the  ex tended  s a la c io u sn e s s  o f M a rin a 's  b r o th e l  scene ( P e r .
I V . i i ) .  An im p o rtan t d if f e r e n c e  betw een, t h i s ,  "perhaps th e  lo w est 
scene in  S h a k e s p e a r e , a n d  th e  e a r l i e r  p r e s e n ta t io n  o f n e g a tiv e  
women in  th e  p la y , i s  th a t  what i s  e s p e c ia l ly  h o r r id  i s  th e  m ascu lin e  
co n cep tio n  o f women r a th e r  th an  women th em se lv es .
S h a k e sp e a re 's  P e r ic le s  t r a c e s  o u t a th e m a tic  maze about how a  man 
may e x p e rien c e  and d is c o v e r  th e  lo v e  o f  women, w ith  h i s  subm issive 
p e r s o n a l i ty  b e in g  complemented in  th e  p la y  by D io n y za 's  husband, C leon, 
Governor o f T harsu s  (s e e  e s p . : P e r . I V . i . 1 -1 2 ) . P e r ic le s  i s  a f l a t  
c h a r a c te r  .who r a r e l y  s t ru g g le s  a g a in s t  opposing f o r c e s ,  b u t goes where 
th e  ways o f chance and th e  .w ills  o f women (from  A n tio ch u s ' d a u ^ t e r  to  
D iana) may ta k e  him . Two k in d s  o f women shape h i s  w orld  and th e  p la y  
i s  u l t im a te ly  a s  much about P e r i c l e s ' w andering sorrow s a s  i t  i s  about 
th e  c r e a t iv e  and d e s t r u c t iv e  fo rc e  o f women upon men.
The theme o f men in  r e l a t i o n  to  women i s  tak en  a  few s te p s  f u r t h e r  
in  Cymbeline w ith  th e  c h a r a c te r iz a t io n  o f Posthum us' L eo n a tu s, C lo ten , 
and K ing Cym beline. I f  Shakespeare had succeeded w ith  th e  c h a r a c te r ­
i z a t i o n  o f  Posthumus L eonatus we would ex p erien ce  him a s  a  gen tlem an ly  
g o o d -fe llo w  from  a  poo r background who has f a l l e n  on h a rd  tim es and has 
been  duped in to  b e l ie v in g  th a t  h i s  w ife  h as b e tra y e d  him w ith  a n o th e r  
man. However, in  Cymbeline th e  theme o f men s u f f e r in g  in  r e a c t io n  to  
women o v e rta k e s  c h a r a c te r  c o n s t r u c t io n . Posthumus L eo n a tu s ' i n i t i a l  
d e p ic t io n  a s  th e  f i n e s t  man in  C ym beline 's  c o u rt ( Cym. I . i . 29-34) and 
th e  r a p i d i t y  w ith  which lachim o f o o ls  him do n o t merge harm oniously  a s  
q u a l i t i e s  which b e lo n g  to  th e  same c h a r a c te r .  T h is change "came in  too  
sudden ly" in to  th e  p la y , a s  P h i l a r io  rem arks ( Cym. I . i v . 113-116). C lo ten , 
a  s im i la r ly  r a s h  b u t s e n tim e n ta l ly  l e s s  a t t r a c t i v e  v ic t im  o f women.
An a p p r a is a l  by  th e  u s u a l ly  to l e r a n t  E r ic  P a r t r id g e .  See:
E . P a r t r id g e ,  S h a k e sp e a re 's  Bawdy (New York: D utton & C o ., I n c .1 9 69) ,
p .4 6 .
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ends h i s  days w ith  th e  d e s ir e  to  ra p e  Imogen and "when my l u s t  h a th  
d in e d  /o n  h e r  h o d g /. . .  to  th e  c o u r t  I ' l l  knock h e r  h a c k . . .a n d  I ' l l  he 
m erry  in  my revenge" ( Cym. I I I . v . 1 4 1 ,1 4 3 -1 4 4 ,1 4 6 ) . More b e l ie v a b le  a s  a 
c h a r a c te r  th an  Posthum us, C lo ten  i s  n e v e r th e le s s  ty p e c a s t  a s  someone who 
h as  l o s t  c o n tro l  o f  h im se lf  w ith  re g a rd  ter women. C ym beline 's  C irc e -  
l i k e  Queen gave b i r t h  in  C lo ten  to  a ty p e  o f male who su b co n sc io u sly  
d e t e s t s  th e  k in d  which b o re  him , a s  i f  th e  m o th e r 's  venom was c a r r ie d  on 
i n  th e  male c h i ld  and s t r a n g e ly  drew th e  male back to  d e s tro y  a l l  
women. I t  i s  d i f f i c u l t  to  u n d e rs tan d  C lo te n 's  p e r s o n a l i ty  a p a r t  from  
h i s  m o th e r 's .  They a re  l in k e d  by Shakespeare in  Cymbeline a s  th e  p l a y 's  
two most v i l l a in o u s  c h a r a c te r s  (who, u n lik e  lach im o , Shakespeare d id  
n o t see  f i t  to  re p r ie v e  w ith  fo r g iv e n e s s ) .  As a  p ro te c te d  "mama's boy" 
C lo ten  i s  in c a p a b le  o f  e v a lu a t in g  h i s  t ru e  w orth , a l t h o u ^  Imogen and 
th e  Lords o f  th e  c o u r t  who f a l s e l y  f l a t t e r  him reco g n ize  him f o r  "an 
a s s  " and "a  fo o l"  ( Cym. I . i i . 3 6 , 2 3 ) .
In  Cymbeline Shakespeare draws o u t th e  theme o f  d e s t r u c t iv e  women 
a s  a  s p e c ia l  c r e a t io n  o f  m en 's m inds, p a r t i c u l a r ly  w ith  lachim o who 
speaks w ith  r e l i s h  o f  " s tra n g e  fow l l i g h t / i n g /  upon n e ig h b o rin g  ponds"
( Cym. I . i v . 84- 8 5 )> w ith  Posthum us' u n d ese rv ed ly  ra s h  dam nation o f h i s  
w ife  ( Cym. I I . v . ) ,  and C lo te n 's  b e s t i a l  a g g re ss iv e n e ss  tow ards Imogen 
( e s p .Cym.V .v .136- 146) .  The one woman who j u s t i f i e s  Posthum us' dam nation 
o f  women a s  " l y i n g . . . f l a t t e r i n g . . . d e c e i v i n g , "  f u l l  o f  " r e v e n g e s . . .  
a m b i t i o n s . . . / â n ÿ 7  s la n d e rs "  ( Cym. I I . v . 22-26) i s  C ym beline 's  Queen -  
whom Cymbeline f e e l s  to  be o f  in e s t im a b le  v a lu e  u n t i l  he l e a m s  o f  h e r  
d e a th -b e d  c o n fe ss io n  th a t  she n e v e r lo v ed  him , "o n ly  /  A ffe c te d  
g re a tn e s s  g o t by ^ i ^ . . . / I n ^  a b h o r r 'd  ^ i s /  person" ( Cym.V .v .36-37 , 
39)# K ing C ym beline 's  love  f o r  h i s  Queen i s  l ik e  O dysseus' love  f o r  
C irc e , an em otion which le a d s  a  man a s t r a y  from th e  good o f  h i s  own 
countrym en and h i s  own s e l f ,  o r  l i k e  th e  a t t r a c t i o n  o f  th e  S ire n s  
which c a l l s  a  man, w ith  p le a s u re ,  to  h i s  own doom.
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By The W inter*s T ale th e  romance p ro ta g o n ists*  n e g a tiv e  ex p er ien ce  
o f  women has become co m p le te ly  s u b je c t iv e .  The romance hero i s  no 
lo n g e r  a young p r in ce  who v en tu res  ou t in to  the w orld , but i s  in s te a d  
a mature k in g  who wanders through th e  lan d scap e o f  h i s  own e r r o r .  
Leontes* m isogyny i s  th e  f u l l  r e a l iz a t io n  o f  a theme which has been  
d ev e lo p in g  in  the romances s in c e  th e  f i r s t  scene o f  P e r ic le s  when th e  
hero im agined th e "untim ely  c la sp in g s"  o f  K ing A ntiochus and h i s  
d a u g h t e r . T h e  em phasis on the h e r o 's  s u b je c t iv e ,  f ig u r a t iv e  
w andering i s  in c r e a se d  when L eon tes says o f  h im se lf;  "I am a f e a th e r  
f o r  each  wind th a t  blows" ( W int. I I . i i i .1 5 3 )  and the audience s e e s  how 
he c r e a te s  th e  storm s, k eep s th e w inds b lo w in g , and p ro v id es  ample 
o p p o rtu n ity  f o r  h i s  own shipw reck.
Im ogen's e v e n tu a l su c c e s s  in  Cymbeline co r r e c te d  th e  im balance  
o f  em otions and dark id e a s  b reed in g  in  m en's minds about women. In  
t h i s  r e s p e c t  she resem bled  Marina from Act fo u r  o f  P e r ic le s  ( th e  
b r o th e l scen e) a s  a v ir tu o u s  fem in in e  cou n terb a lan ce in  th e th em atic  
p r o g r e ss io n  from e v i l ,  d e s tr u c t iv e  women to  v ir tu o u s ,  c r e a t iv e  women 
in  S h ak esp ea re 's  rom ances. But up u n t i l  The W in ter 's  Tale su b v ersiv e  
women ( f o r  exam ple, D ionyza o f  Tharsu s and Cym beline*s Queen), dominated, 
S h a k esp ea re 's  rom ances, and w ith  The W in ter 's  Tale Shakespeare makes a 
th em a tic  change which i s  e q u iv a le n t  to  Homer's s h i f t  from C alypso to  
N a u sica a . And as w ith  O dysseus by th e  tim e he has made h i s  way to  
P h a ec ia , the " c lo s in g  scen e  o f  The W in ter 's  Tale makes u s  th in k , n ot  
sim ply  o f  a ...m ovem en t from traged y  and absence to  h ap p in ess and
I  do not mean to  be su g g e s t in g  here th a t S h ak esp eare's  romances 
have a monopoly on th e  theme o f  j e a lo u s y  in  h i s  w orks.As F r a n q o is -V ic to r  
Hugo n o ted  in  th e m iddle o f  th e  n in e te e n th  cen tu ry , a la r g e  number o f  
S h a k esp ea re 's  p la y s  can be c l a s s i f i e d  under th e  head in g  o f  " Jea lou sy  
P la y s" . A lthough je a lo u s y  i s  a fe a tu r e  o f  S h ak esp eare's  p la y s  w hich  
co u ld  w e ll  be d evelop ed  from S h ak esp ea re 's  e a r l i e r  p la y s , a s  an a sp e c t  
o f  S h ak esp ea re 's  romance p la y s  i t  has s p e c ia l  meaning as  a theme which  
i s  u t i l i z e d ,  d ev e lo p e d , and e v e n tu a lly  d isp la c e d  by a f a r  more c o n g e n ia l  
a t t i t u d e  tow ards women. For th e  p la y s  o f  Shakespeare v/hich Hugo c l a s s i ­
f i e d  a s  " Jea lou sy  P la y s" , se e :  F r a n g o is -V ic to r  Hugo, Oeuvres Com pletes 
de V/, Shakespeare, op . c i t .
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r e tu r n , but o f  b o d ily  m etam orphosis and a tran sform ation  from one k in d
475o f  l i f e  to  a n o th er ."  The consum ing, troublesom e v/cmen fa d e  av/ay and 
th e  lo n g e d -fo r  women, th e  hon ourab le , r e fr e s h in g  women dominate the  
n a r r a t iv e  by t h i s  s ta g e  in  th e  developm ent o f  the r c e a n c e . In The 
Winter* s T ale a m iddle-ground i s  reached  betw een fem in in e  c h a s t i t y  and 
s e n s u a l i t y  w ith  th e c h a ra c te r  o f  P e r d ita  v/ho can say  to  her lo v e r  th a t  
she wants him " b u r ie d .. .q u ic k  and in  mine arms" ( W int.IV .ly. 131 -132 ) and 
in  no way r e c a l l  to  th e v ie w er  Leontes* lu r id  d e s c r ip t io n s  o f  a "bawdy 
p la n e t" . A lso  in  The V/inter* s Tale Hermione r e p r e se n ts  a more f u l l y  
d evelop ed  T haisa , a typ e o f  th e  f a i t h f u l  and a t t r a c t iv e  w ife .  B oth  
T h aisa  and Hermione r e f l e c t  t h e ir  husband 's p e r s o n a lity ,  T haisa  w ith  
h er p a tie n c e  and Hermione w ith  h er  p a ss io n a te  r e a c t io n s .
Shakespeare com p letes th e  developm ent o f  th e romance theme o f  male- 
fem ale  r e la t io n s  which he began in  P e r ic le s  w ith  h i s  r e a l iz a t io n  o f  
The Tem pest. The o n ly  woman p resen t in  The Tempest i s  th e  v ir tu o u s  
M iranda, h er  da ik  th em atic  cou n terp a rt e x i s t s  s o l e l y  in  th e memory o f  
"The f o u l  w itch  S ycorax , who w ith  age and envy /  Was grown in t o  a hoop" 
( T p . I . i i . 238- 2 5 9 ) o r  in  the d e s tr u c t iv e  sex u a l im agin in gs o f  C aliban  
who would u se  Miranda l i k e  a b reed in g  sow to  " p e o p le .. . t h i s  i s l e  w ith  
C alibans"  ( T p . I . i i . 350-351)»  P i'o sp ero 's  a c t io n s  in  The Tempest are  
th o se  o f  a man g r a d u a lly  lo o s e n in g  h im s e lf  from p erso n a l t i e s .  H is  
a c t io n s  are geared  tow ards h i s  own p r iv a te  good; he i s  in  th e p ro cess  
o f  le a v in g  b eh ind  m agic and Miranda and g a in in g  h is  freedom . Once the  
Tempes t  i s  f in is h e d  P rospero w i l l  become h i s  own man aga in  a s  Duke o f  
M ilan , even though he m e d ita te s  p e s s im is t i c a l ly  about h i s  fu tu r e  vd th  
th e  thought o f  d eath  ( T p .V .i .3 1 0 -3 1 1 )» A fte r  c r e a t in g  a s e r ie s  o f  
romance p r o ta g o n is ts  who were a l t e r n a t e ly  h arassed  and n ou rish ed , 
cu rsed  and cured by women -  Shakespeare s e t t l e s  on a w o r ld ly -w ise  p ro -
N. F ry e , Anatomy o f  C r it ic is m , op . c l t . ,/;p .l84>  351*
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t a g o n is t  who seek s  to  f r e e  h im se lf  from a l l  fem in ine a ttach m en ts.
W ritin g  o f  th e O dysseus f ig u r e , in  w estern  l i t e r a t u r e  Paul Zweig 
remarked th a t  he r e p r e se n ts  in  a p sy c h o lo g ic a l p e r s p e c t iv e :
a poignant male fa n ta sy :  moved by h i s  d e s ir e  to  van q u ish  
th e  many f a c e s  o f  women, he r e in v e n ts  the shape o f
manhood i t s e l f  so a s  to  f r e e  i t  jfrcm i t s  m u lt ip le
attach m en ts to  th e  f e m in i n e . . . / I n d /  o f  a l l  th e  g rea t  
^ la m p le s  o f  t h i s /  o n ly  th e Odyssey b r in g s  t h i s  
p u re ly  male lo n g in g  to  a trium phant c o n c lu s io n .
T h is male d e s ir e  to  f r e e  the s e l f  from fem ale attachm ents i s  r e a l iz e d
a s  w e ll  in  S h a k esp ea re 's  romances by the f ig u r e  o f  P rosp ero , w ith
p s y c h o lo g ic a l p r é f ig u r a t io n s  o f  t h i s  d e s ir e  in  th e theme o f  m isogyny
end d e s tr u c t iv e  women w hich Shakespeare d ev e lo p s  throughout P e r i c l e s ,
C.-yTïïbeline, and The W inter*s T a le . The reason  why Prospero should  w ish
to  f r e e  h im s e lf  from fem ale  a ttach m en ts i s  t i e d  in  w ith  S h a k esp ea re 's
d e v e lo p in g  sen se  o f  th e O dysseus f ig u r e  in  h i s  rom ances.
B eg in n in g  w ith  P e r ic le s  Shakespeare developed  romance p r o ta g o n is ts  
w ith  th e  same e s s e n t ia l  c h a r a c t e r i s t ic s  a s  O dysseus, p r o ta g o n is ts  who 
are lu ck y  enough and s k i l f u l  enough to  su rv iv e  c o n tin u a l a d v e r s i t i e s  
and to  m ain ta in  t h e ir  own id e n t i t y  am idst th e se  a d v e r s i t i e s .  Thus when 
P e r ic l e s  ends th e  hero i s  s t i l l  a p r in ce  and has s ta y ed  one by  
en d u rin g  no sm all share o f  rough s e a s .  The romance p r o ta g o n is ts  in  
b o th  Homer and Shakespeare choose to  a v o id  and r e - a c t ;  th ere  i s  some­
th in g  p a s s iv e  even about t h e ir  a g g r e s s io n . T heir romance s t o r i e s  are  
f i x e d  in  a s tr u c tu r e  where a lm ost an y th in g  can happen, and th ey  le a m  
to  l i v e  by means o f  endurance and r e s o u r c e fu ln e s s  -  and n ever  to  g iv e  
i n ,  t o t a l l y ,  to  t h e ir  ovm d e sp a ir . I t  i s  one o f  th e  a b so lu te  
c o n d it io n s  o f  th e  romance s tr u c tu r e  a s  u sed  by  Homer and Shakespeare  
th a t  th e  q u est f o r  what i s  l o s t  c o n tin u e s  a s  lo n g  a s  th e h e r o 's  or  
h e r o in e 's  l i f e  c o n t in u e s .
The w anderings o f  th e  p r o ta g o n is ts  in  Cymbeline b r in g  ou t t h e ir
Paul Z w eig, The A dventurer, op . c l t . , p .79*
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l i f e - s a v i n g  c h a r a c t e r i s t i c s ,  e s p e c ia l ly  o f  the p r in c ip a l wanderer 
Imogen who e sca p es  th e p e r i l s  o f  th e  se a  o n ly  to  wander in  another  
n a tu r a l w ild e r n e s s ,  th e  f o r e s t s  o f  W ales. Imogen i s  a w ily  d issem b ler  
who can con vert h er  em otions in to  a d is g u is e d  form when a l l  b u t th e  most 
co o l-h ea d ed  o f  p eop le  would lo s e  t h e ir  s e l f - c o n t r o l .  Her q u ic k -th in k in g  
and s k i l f u l  u se  o f  s in c e r i t y  when co n fro n ted  w ith  th e  s ta c c a to  rhythm 
o f  q u e s tio n in g  b y  G u id er iu s , A rv ira g u s, and B e la r iu s  in  Act th r e e  o f  
Cymbeline ( Cym. I I I . v i . 4 5  f . ) i s  a s  w ily  a s  Odysseus* o u tw it t in g  o f  h i s  
own fa m ily  when he p la y s  th e  p art o f  a b eggar on I th a c a  (O d .x v i.4 0  f . ) .  
Im ogen's most im p ress iv e  perform ance comes d ir e c t ly  a f t e r  she wakes up 
by th e  dead C loten  (whom she th in k s  i s  th e  dead Posthumus) and a r t f u l l y  
d is g u is e s  h er  tru e  em otions by t e l l i n g  Caius L ucius:
I  may wander 
From e a s t  to  o c c id e n t;  cry  out f o r  s e r v ic e ;
Try many, a l l  good; serve  tr u ly ;  n ev er  
F ind  such an oth er m aster .
(C y m .I V .i i .372-374)
B oth  what Caius L u ciu s u n derstan d s by  th e se  w ords, th a t  the corp se i s  
one "Richard du C h a m p ...s la in . . .h e re  by m ountaineers" ( Cym.I V . i i . 3 7 7 ,  
3 7 1 ) j and what Imogen u n derstan d s by  th e se  words, th a t  she v / i l l  n ever  
f in d  an oth er  husband l i k e  Posthumus, i s  p e r f e c t ly  combined in  h er  
em otion a l s ta tem en t.
Odyssean c h a r a c t e r i s t ic s  among th e  p e r s o n a l i t i e s  o f  The W inter*s  
Tale do n o t emerge in  th e  p r o ta g o n is ts  ex cep t in  a f ig u r a t iv e  s e n s e ,  
th e  way in  w hich , f o r  in s ta n c e ,  L eon tes wanders amid th e problem s o f  
h i s  own making. One f in d s  in s te a d  two im portant secondary c h a r a c te r s ,  
C am illo and A u to ly c u s , who p e r s o n ify  0(iyssean  ch a ra c te r  t r a i t s .
C am ille  i s  th e  more a t t r a c t iv e  and th e  l e s s  c o lo u r fu l o f  th e tw o, a 
man who changes m asters in  ord er to  a s s i s t  v ir tu e  and h in d er  e v i l .
In  tim es  o f  s t r e s s ,  a s  when L eon tes th r e a te n s  P o lix en es*  l i f e  and when 
F l o r i z e l  and P e r d ita  have com m itted th em se lv es  to  f l e e i n g  Bohemia, 
C am illo knows th e s t r a te g y  which s h a l l  fu r th e r  h i s  own ends and serv e
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th o se  whom he lo v e s  and honours ( a s  he ad m its , Y/int. I V . i v . 5 0 0 -5 0 5 )» 
A u to ly cu s , th e  legen d ary  g ra n d -fa th e r  o f  Odysseus (O d .x ix .3 9 4  f . ) ,  i s  a 
n e g a t iv e  O dysseus f ig u r e  rem in iscen t o f  Shakespeare’ s U ly s se s  from  
T r o ilu s  & C ressid a  in  h i s  cy n ic ism  and immoral c r a f t in e s s .  In  
S h a k esp ea re 's  A u to lycu s we f in d  p e r s o n if ie d  th e  k in d  o f  f ig u r e  O dysseus 
d egen era ted  in to  in  many o f  th e  post-H om eric v e r s io n s  o f  h i s  myth, the  
s o l e l y  p o lu m e tis , " r ich  in  cunning" O d y s s e u s . A n o t h e r  way o f  
p la c in g  t h i s  f ig u r e  o u ts id e  o f  th e  romance genre would he to  c o n s id e r  
th e  p o lu m etis  f i ^ r e  in  term s o f  th e  m edieval V ice t r a d it io n  o r  
S h a k esp ea re 's  ex p er ien ce  o f  contem porary rogu es and vagabonds.
The romance s i t u a t io n s  o f  th e  O dyssey and The Tempest are each  a  
v is io n  o f  u n reso lv ed  elem en ts w hich conclude in  an atmosphere o f  
estran gem en t. They each  evoke a sen se  o f  l o s s  and g a in , sep a ra tio n  and 
reu n io n , v e x a tio n  and d e l ig h t .  The main n a r r a tiv e  o f  th e  O dyssey  
d ev e lo p s  a w andering, r e s t l e s s  t a l e  and then  the whole romance 
co n clu d es in  a mood o f  d isc o r d  when O dysseus has k i l l e d  the s u i t o r s  
(" th e  b e s t  men o f  th e  K e p h a lle n ia n s ,"  Od. x x iv .4 2 9 ) and the  
tow nspeople have such h a tred  f o r  O dysseus th a t  th ey  r e f e r  to  him a s  a  
n am eless in tr u d e r  who h a s d isr u p te d  t h e ir  community (Od. x x iv ,4 2 6 - 4 3 0 ) .  
The profound la c k  o f  reu n ion  a t  the end o f  th e  Odyssey* s tw en ty -fo u r th  
book was r e s o lv e d  o n ly  by  movement.
The u n reso lv ed  te n s io n s  in  The Tempest were foreshadow ed in  th e  
e a r l i e r  romances by th e  developm ent o f  an uneasy  mood, in  the  
c h a r a c te r s  who were caught in  th e  "sea-change" ( ^ . I . i i . 4 0 0 ) atm osphere, 
by p eop le  g o in g  a s tr a y  and wandering in  e r r o r  or in  fo r e ig n  la n d s ,  
in  th e  p r o ta g o n is ts  b e in g  " toss*d  from wrong to  in ju ry"  ( P er . V . i . l 2 9 ) .  
W ithout th e anchor o f  lo v e  the p r o ta g o n is ts  were u n s e t t le d  and were
As in ,  f o r  in s ta n c e ,  Sophocles* F h i lo c t e t e s  ( 4 O8 BC), B e n o it  de 
Saint-M aure* s Roman de T roie ( c . l l 6 0 ) , and Caxton* s  R ecu y e ll o f
H is to r y e s  o f  Troye ( c . 14747*
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b l o w n  a b o u t  b y  t h e  w i n d s  o f  c h a n c e  a n d  fo r tu n e  u n t i l  t h e y  reg a in ed  
t h e i r  l o v e .  I n  a d d i t i o n  c e r t a i n  e v e n t s  i n  t h e  r o m a n c e s  h a d  t h e  
f u n c t i o n  o f  a g i t a t i n g  t h e  m o o d  o f  t h e  p l a y  w i t h o u t  r e s o l v i n g  t h i s  
a g i t a t i o n ,  s u c h  a s  w h e n  P a u l i n a *  s  h u s b a n d  A n t i g o n u s  w a s  g r o t e s q u e l y  
d e v o u r e d  by a  b e a r  i n  T h e  W i n t e r * s  T a l e .  "
The Tempest e s t a b l is h e s  d isp a r a te  and d e s tr u c t iv e  q u a l i t i e s  and 
th en  le a v e s  them u n s e t t le d .  P e r i c l e s , Cym beline, and The W in ter 's  
T ale ended w ith  th e dark , e v i l  e lem en ts  b e in g  u t t e r ly  d estro y ed  
o r  e l s e  r e c o n c ile d  in to  a h ig h e r , moral ord er . Y/hen A lon so , S eb a stia n  
and A ntonio come to  th em selv es  a t  th e  end o f  The Tempest o n ly  A lonso  
i s  g e n u in e ly  p e n ite n t ,  sa y in g  to  P rospero: "Thy dukedom I  r e s ig n ,  and 
do e n tr e a t  /  Thou pardon me my wrongs" ( T p .V .i .1 1 8 -1 1 9 ) . A lonso i s  so  
overcome w ith  a d e s ir e  to  c o n fe s s  h i s  wrongs and ask fo r g iv e n e s s  th a t  
h e b e g in s  to  b eg  fo r g iv e n e s s  from h i s  son , which Ferdinand in  h is  
embarrassment has to  s to p  him from d o in g  ( T p .V .i.1 9 6 -2 0 0 ) .  S eb a stia n  
and A ntonio are as c o ld  a s  i c e  to  P rosp ero , n e ith e r  o f f e r  the s l i g h t e s t  
h in t  o f  repentance and S eb a stia n  even  c a l l s  Prospero d e v i l i s h  f o r  what 
he h a s done ( T p .V .i .1 2 9 ) .  When A ntonio speaks f o r  th e  l a s t  tim e he 
makes a c y n ic a l joke about C aliban b e in g  a m arketable f i s h  (som eth in g  
th e  e q u a lly  d is r e p u ta b le  T rin cu lo  had a lr ea d y  thought o f ,  T p . I I . i i . 2 7 f ) ,  
P rospero and A ntonio m eet l i k e  a judge and .a c r im in a l. One c a l l s  th e  
o th e r  " U n n a tu ra l...w ick ed  s ir "  ( T p .V .i .79 ,130 )>  and th e  o th er  i s  a s  
s i l e n t  a s  a  brood in g  d e v i l .  F in a l ly  S téphane, T r in c u lo , and C aliban  
are herded in to  t h i s  ja r r in g  reun ion  scene l i k e  th ree  an im als on a 
l e a s h ,  w ith  C aliban y e l l i n g  out th e name o f  h i s  m oth er's  god th e  e v i l  
S eteb o s  ( T p .V .i .2 6 l ) .
The reun ion  jo y  in  The Tempest i s  k ep t to  a  low  minimum. A lonso  
c o m p le te ly  fo r g e t s  about h i s  b u t le r  and h i s  j e s t e r  ("Some few  odd la d s  
th a t  you remember not" a s  P rospero c a l l s  them, T p .V .i.2 3 3 )*  Ferdinand  
and Miranda are happy to  be engaged , P rosp ero , A lonso  and Gonzalo are
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g la d  to  se e  one an oth er a g a in , w h ile  A lonso and Ferdinand are overjoyed  
a t  r e c o v e r in g  one a n o th er . There i s  no reason  to  doubt th e  s in c e r i t y  
o f  th e  jo y  betw een t h i s  fa th e r  and h i s  son; b u t i t  p a le s  in  
com parison w ith  P e r ic le s *  double reco v ery  o f  Marina and T h a isa , 
Cym beline*s t r i p l e  rec o v ery  o f  Imogen, G uiderius and A rv iragu s, and 
L eon tes double reco v ery  o f  P e r d ita  and Hermione. A lonso l o s t  h i s  son  
f o r  a l i t t l e  more than th ree  hours; th e se  o th e r  peop le l o s t  th o se  whom 
th e y  lo v e d  f o r  more than a decade.
The Tempest b e g in s  w ith  o rd er , in  P rospero*s a r t i f i c i a l  storm :
So s a f e ly  ordered  th a t  th ere  i s  no so u l -
No, n o t so much p e r d it io n  a s  an h a ir
B e t id  to  any crea tu re  in  the v e s s e l
Y/hich thou heard* s t  c r y , which thou saw* s t  s in k .
( ^ . i . i i .  29- 32)
Y et i t  ends w ith  th e d iso rd er  o f  crim e rec o g n ized  but l e t  o f f  v i r t u a l l y  
s c o t - f r e e .  W ithin th e  f i n a l  reu n ion  th ere  are the seed s  o f  d is u n ity .  
B ecause o f  t h i s  la c k  o f  reun ion  and w e ll-d e se r v e d  punishment a t  th e  end
o f  The Tempest, Prospero* s  v e r y  l a s t  words in  th e p la y  sound s tr a n g e ly
r e s t l e s s  and u n s a t i s f i e d :  " se t  me fr e e "  (T o .E p l ,2 0 ) .  F in a l ly  in  The 
Tempest " ju s t ic e  has trium phed over i n j u s t i c e ,  not because i t  i s  more 
harm onious, b u t b ecau se  i t  commands su p e r io r  fo r c e ;  one m i^ t  even  sa y  
b ecau se i t  i s  lo u d e r .
Throughout t h e ir  romances O dysseus and Prospero t r y  to  m aster th e  
tu rm o il surrounding t h e ir  l i v e s ,  and t h e ir  m astery over t h i s  tu rm oil 
s e t s  them ap art from o th e r  men. W ithin  t h e ir  romances th ey  are th e  one 
th read  which h o ld s  to g e th e r  th e  d isp a r a te  e lem en ts; and y e t  th ey  e x i s t  
somehow o u ts id e  th e  main e v e n ts :  O dysseus a s  th e  n a rra to r  o f  h i s  own 
ad ven tu res o r  th e  wanderer who p a sse s  on from one ex p er ien ce  to  th e  
n e x t ,  Prospero a s  th e m aster o f  men and nature who choreographs the  
romance a c t i v i t i e s .  B oth  O dysseus and Prospero are ch a r a c te r s  who
4T8 Auden, from "Music in  Shakesp eare,"  in  The D yer*s Hand &
O ther E ssa y s (London: Faber & F ab er, 1 9 7 5 ), P*526.
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remain e lem en ta l sym bols o f  th e  q u a l i t i e s  o f  r e s o u r c e fu ln e s s ,  
d eterm in a tio n , and r e s t le s s n e s s #  Prospero made the y e a r s  o f  i s o la t i o n  
which Miranda and he s u ffe r e d  on t h e i r  is la n d  p r o f ita b le  and purpose­
fu l#  She was ed u cated  in to  becom ing a f in e  woman, he p r a c t ic e d  th e  
a r t s  w hich would le a d  to  t h e ir  ev e n tu a l rec o v ery . As Hardin C raig  
summarized P rosp ero*s c h a r a c te r , "On th e one s id e  ^ e / . . . i s  a  com petent 
man o f  a c t io n ,  and on th e  o th er  s id e  a man o f  p e r fe c t  self-com m and.
Y et th ere  i s  som ething in  h i s  n a tu re  which w i l l  n o t r e s t .  As Prospero  
h im s e lf  ad m its , h i s  "old  b ra in  i s  trou b led "  ( T p .I V .i . l5 9 )  w ith  
problem s w hich he w i l l  n ever p e r f e c t ly  s o lv e ,  and h i s  r e s t l e s s n e s s  
b reak s ou t u n reason ab ly  in  moments o f  i r r i t a t i o n  even tow ards th o se  
whom he loves ( ^ . I . i i . 38 ,78 ,8? ,10$,117 ;IV .l.51-34).
B oth  th e O dyssey and The Tempest have two en d in gs: a scen e o f  
u n s e t t le d  re tu rn  and a v ery  l a s t  s c e n e .o f  c o n tin u a tio n . And in  each  
c a se  th e  romance p r o ta g o n is t  does n o t become a d i f f e r e n t  .man when h is  
romance ends; he s ta y s  co m p le te ly  in  c h a r a c te r , a ch a r a c te r  w hich i s  
u n s e t t l e d ,  i s o la t e d ,  and a c u te ly  aware o f  man*s im p e r fe c t io n s .
P rosp ero*s d e s ir e  to  bury h i s  m agic, re tu rn  to  h i s  Dukedom o f  M ilan and 
th e r e  aw ait d eath  i s  i r o n i c .  The f a t ig u e  he s u g g e s ts  when speak ing  
o f  d eath  i s  c o n tr a d ic te d  by  h i s  e n e r g e t ic  r e so u r c e fu ln e ss  and h i s  
a d r o it  management o f  th e  play* s many c h a r a c te r s .
When The Tempest ends Prospero c la im s h i s  "charms are a l l  
o*erthrown" ( ^ . E p i l . l )  -  bu t t h i s  i s  n ot t r u e ,  he i s  s t i l l  charming 
th e  au d ien ce w ith  h i s  E p ilo g u e . "The w i l l  to  charm i s  s t i l l  th ere ,"  
a s  W.H. Auden s a id  about th e  en d in g  o f  The Tempest , e n d  th e  charm 
h as r a r e ly  been  s tr o n g e r  than when th e  w izard  en ch an ts the audience
Hardin C raig , An I n te r p r e ta t io n  o f  Shakespeare (C olum bia, 
M isso u r i:  Lucas B r o th e r s , P u b lish e r s ,  194^*), p i351.
W.H. Auden, "The Sea and th e  M irror,"  op . c l t . , p . 31.
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w ith  h i s  s o p h is t ic a te d  sta tem en t o f  dependency and in d eterm in acy . I t  
i s  d e c e p t iv e ly  sim ple and p e r f e c t ly  e f f e c t i v e .  I t  i s  a ls o  rem in iscen t  
in  k in d  to  th e  l a s t  scene o f  th e  O dyssey when Odysseus i s  p ortrayed  in  
c h a r a c te r  a s  th e  e n e r g e t ic  and r e so u r c e fu l w arrior engaged in  m il i t a r y  
s t r a t e g ie s  " lik e  an e a g le  in  f r e e  air."^^^' They b oth  co n tin u e a s  we 
have alw ays known them to  b e .
What O dysseus and Prospero d is c o v e r  in  th e  maze o f  t h e ir  d i f f e r e n t  
romances i s  n o t th a t  t h e ir  l i f e  work ends once th ey  have ach iev ed  t h e ir  
reu n ion  and r e c o v e r y , bu t th a t  th e maze i t s e l f ,  the v i t a l ,  u n p r ed ic t­
a b le  w orld o f  nature and man rem ains r e s t l e s s  and d is p a r a te . Im port­
an t f o r c e s  have n o t been r e c o n c ile d  in  the immediate s o c ie t y  which  
surrounds th e se  two p r o ta g o n is ts  when t h e ir  s t o r ie s  end. There i s  the  
prom ise o f  r e c o n c i l ia t io n  and l a s t i n g  p eace, bu t the tim e o f  romance 
i s  "both jo y  and te r r o r  /  Of good and bad; th a t makes and 
u n fo ld s  error"  ( W in t.P ro l. 1 - 2 ) .  Man must endure the whims o f  fo r tu n e  
w hich d r iv e  him about b ecau se " there i s  n o th in g  /  more h e lp le s s  than  
a man i s ,  o f  a l l  th a t  ea r th  f o s t e r s "  (O d .x v iii  . 13O-1 3 1 ) ,  The romance 
p a s t ,  p r e se n t , and fu tu r e  rem ains in d e term in a te .
The end ing o f  The Tem pest, demanding a s  i t  does to  be seen  in  
com parison to  th e en d in g  o f  P e r i c l e s , Cym beline, and The Winter* s T a le , 
shows th a t  man in  romance d oes n ot f in d  th e  u lt im a te  reun ion  f o r  which  
he s e e k s . P rosp ero*s l a s t  words to  h i s  b ro th er  are sad and harsh: 
"Unnatural though thou a r t . . .Y o u ,  m ost w icked s i r ,  whom to  c a l l  
b ro th e r  /  Would even  in f e c t  my mouth" (T p .V .1 .7 9 ,1 3 0 -1 3 1 ) .  T h is i s  
th e  v o ic e  o f  a man whose b lo o d  has con gea led  a t  the moment o f  "reunion". 
These are th e to n e s  o f  e v e r la s t in g  s e p a r a tio n . The "music o f  th e
T.E. Lawrence* s  t r a n s la t io n  o f  l i n e  538 , B ookxxiv  , o f  th e  
O dyssey a s  n oted  by S tan ford  in  h is  e d i t io n ,  V o l . I I ,  op. c l t . , p .4 3 0 .
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spheres"  ( P er .V . i .2 2 ? )  which P e r ic l e s  heard upon reun ion  w ith  Marina 
i s  n o t heard a t  th e end o f  The Tem pest. The r e fr e s h in g , joyous  
co n fu sio n  ex p er ien ced  by K ing Cymbeline upon r e c o v e r in g  h is  son s and 
d a u ^ t e r s  becom es M iranda's b e w ild e r in g  "0 Wonder.. . 0  brave new w orld" , 
which i s  q u ic k ly  cou n tered  by P rospero*s sard on ic  remark: "*Tis new to  
th ee"  ( T p .V .i .1 8 1 , 1 8 4 ) .  At th e  v e r y  h ea rt o f  th e  reun ion  in  The 
Tempest th e r e  i s  a d is q u ie tu d e , a ja r r in g  o f  th e  sp h eres o f  b r o th e r ly  
lo v e  and fa m ily  reu n ion  which had r e s o lv e d  th e  u n r e s t  o f  P e r i c l e s , 
C ym beline, and The W inter*s T a le .
In  h i s  romance Shakespeare g r a d u a lly  d eveloped  v/hat was a t  th e  
core  o f  the H e l l e n i s t i c  romances and o f  a l l  C la s s ic a l  M editerranean  
romance, th e Odyssean e x p e r ie n c e , and f i n a l l y  w ith  The Tempest he 
c r e a te d  a romance w hich brought to  l i f e  aga in  th e  r e s t l e s s  d iv e r s i t y  
and se n se  o f  enchantment w ith  which Homer had endowed th e O dyssey. 
A lthough the f ig u r e  o f  Prospero h as n o t con tin u ed  in  w estern  l i t e r a t u r e  
in  th e  way in  w hich th e f ig u r e  o f  O dysseus has co n tin u ed . The Temps s t  
i t s e l f  has in s p ir e d  more d e r iv a t iv e  c r e a t io n s  than any o th er  p la y  by  
Shakespeare. The reason  f o r  t h i s  goes back to  i t s  Odyssean r e s t l e s s ­
n e s s ,  i t s  r i c h ,  e s s e n t ia l  v a r ia t io n  o f  men and m ores, i t s  mj’-th ic  
s t a t u s  a s  a work o f  a r t  w hich tra n scen d s the in d iv id u a l l e v e l  and 
e x e r c is e s  over  i t s  aud ience a "power th a t  s e iz e s  h o ld  o f  the so u l and  
f i l l s  i t  w ith  i m a g e s . B o t h  The Tempest and th e  O dyssey con tin u e  
in  our memory lo n g  a f t e r  th ey  have f in i s h e d  a s  works which have n o t  
so lv e d  a l l  th e  problem s which th ey  have d isp la y e d , b u t which have 
su cceed ed  in  c r e a t in g  a j u s t  eq u ilib r iu m  o f  m onsters and tem p ests , 
w anderings, s tra n g e  lo v e s  and lo n g e r - fo r  a r r iv a ls .
K arl Kero"njd, The Gods o f  The Greeks (London: Penguin , 1 9 5 8 ),  
p . 3 . T his i s  Kerenyi* 8 d e f in i t i o n  o f  the nature o f  myth.
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V III The Theme o f  Love in  Shakespeare*s Romances
Throughout a l l  o f  S h ak esp eare's  romances th ere  i s  a s t r a in  o f  
th e a tr e  à t h è s e , th a t  typ e o f  th e a tr e  which in  an e a r l i e r  form had a l l  
b u t d estro y ed  the dram atic f e a s i b i l i t y  o f  Timon o f  A thens. The t h e s i s  
w hich Shakespeare d ev e lo p s  in  each one o f  h i s  romances i s  a v a r ia t io n  
on th e  theme o f  how lo v e  may be fou n d , l o s t ,  and rec o v ered . Each o f  
S h a k esp ea re 's  romances b u ild s  language and s i t u a t io n ,  ch a ra cte r  and 
te n s io n  to  h i f l i g h t  a  s tro n g  moral p o s i t io n ,  e s p e c ia l ly  sex u a l 
co n serv a tism , and t o  advance an argument in  d e fen se  o f  f i d e l i t y .
Whether or  n o t Shakespeare h e ld  th e v iew s argued ou t by ch a ra cte r  and 
p lo t  developm ent in  h i s  romances i s  u n c e r ta in 5 i t  i s  c l e a r ,  how ever, 
th a t  c e r ta in  id e a s  about lo v e  and human b e in g s  are th e an im ating  fo r c e  
in  P e r i c l e s , C ym beline, The W in ter 's  T ale and The Tempest,
And, l i k e  the u se  o f  th e  sea  in  h i s  rom ances, the power o f  lo v e  i s  u sed  
to  e s t a b l i s h  th e m a r v e llo u s ly  f l u i d  atm osphere which -  when Shakespeare  
i s  s u c c e s s fu l  -  k eep s  th e  d iv e r se  in g r e d ie n ts  o f  h i s  romance p la y s  in  
b a la n c e ,
Reading th e s e  fo u r  romances b o th  a s  a s e t  and in d iv id u a l ly  one 
f in d s  Shakespeare c o n c e n tr a tin g  on the m ascu line and fem in in e  
e x p r e ss io n  o f  lo v e  a s  two d is t in g u is h a b le  form s o f  lo v e ,  on lo v e  a s  
th e  most pov/erful sh ap in g  f o r c e  in  th e  l i v e s  o f  human b e in g s ,  th e  need  
f o r  r e c ip r o c i ty  and a moral a t t i t u d e  w ith  regard s to  lo v e ,  th e  d ecay  
and d eg en era tio n  o f  human lo v e  a s  a p recu rsor  to  d ea th , a d i s t in c t io n  
betw een th e lo v e  o f  you th  and th e  lo v e  o f  m a tu r ity , lo v e  a s  a p r iv a te  
and a s o c ia l  bond, and lo v e  a s  an elem ent w hich ex ten d s beyond m ortal 
bounds.
Love has a lw ays been  a dominant s t r a in  in  the l i t e r a t u r e  o f  
romance. For Homer in  the O dyssey lo v e  was im portant f i r s t  o f  a l l  
a s  a fa m ily  em otion , th a t  s p e c ia l  c i r c l e  o f  a f f e c t io n  shared by  
O dysseus, P en e lo p e , Telem achus, L a e r te s , and A n t ik le ia ,  The word f o r
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t h i s  form o f  lo v e  in  Homer i s  p h ù o s , by which Homer meant " that  
u n a lte r a b le  r e l a t io n ,  f a r  deeper than fon d n ess  and com patib le w ith  a l l  
changes o f  mood, w hich u n it e s  a normal man to  h is  w if e ,  h is  home, or  
h i s  own body -  th e  t i e  o f a mutual 'b elongin g*  which i s  th ere  even  
when he d i s l i k e s  them."^^^ I t  i s  t h i s  fo r c e  o f  p b ilo s  which k eep s  
O dysseus d ir e c te d  back towards I th a c a , which makes him lo n g  f o r  h i s  
w ife  and home even when he sh a res  th e  d e l i c io u s  se a  cave o f  the goddess  
C alypso . I t  i s  a ls o  th e  em otion w hich Penelope f e e l s  f o r  O dysseus and 
w hich h e lp s  h er  to  s ta y  f a i t h f u l  to  him, an em otion which Telemachus 
f e e l s  f o r  h i s  f a t h e r ,  th e  power w ith  which O dysseus' m other A n t ik le ia  
rea c h e s  out to  him in  H ades. A lo v e  o f  sex u a l p a s s io n , é r o s , i s  a ls o  
an im portant part o f  th e  lo v e  theme in  th e  O dyssey, but Homer regard s  
i t  a s  a  f a r  more ambiguous sen tim en t, one w ith  many n e g a tiv e  o v e r to n e s . 
E ros i s  the name g iv e n  to  th e d e s tr u c t iv e  lo v e  w hich th e  s u ito r s  f e e l  
f o r  P enelope (Od. x v i i i . 2 1 2 ) , and t h e i r  lo n g in g  to  e x p ress  t h i s  k in d  o f  
lo v e  w ith  Penelope u lt im a te ly  r e s u l t s  in  t h e ir  d ea th .
Love i s  a u n ify in g  and m oral sen tim en t in  th e  H e l l e n i s t i c  romances 
when ex p ressed  by th e  h ero  and h ero in e  -  e s p e c ia l ly  when ex p ressed  by  
th e  h e r o in e . I t  g iv e s  th e  w anderers th e  s tr e n g th  to  endure t h e ir  
s u f f e r in g s  and c a r r ie s  them onwards even  when th ey  la c k  an im m ediate 
^ a l .  The same b a s ic  d i s t in c t io n  i s  made betw een p h ilo s  and e r o s  i n th e  
H e l l e n i s t i c  rom ances; a l l  th e  h e r o in e s  p reserve t h e ir  v i r g in i t y  and in  
th e  A e th io p ic a , Paphnis & C hloe, and A p o llo n iu s  o f  Tyre the h eroes  
p reserv e  t h e ir  v i r g i n i t y  a s  w e l l .  The one e x c e p tio n  i s  C litophon in  
C litop h on  & Leucippe who break s th e n a r r a t iv e  te n s io n  e s ta b lis h e d  by  
th e  v i r g i n i t y  theme by h av in g  sex u a l in te r c o u r se  w ith  th e supposed widow
T his d e f in i t i o n  o f  p h ilo s  i s  by O.S. Lewis in  h i s  P reface to  
P a ra d ise  L ost (O xford: U n iv e r s ity  P r e s s ,  1 9 4 2 ), p . 2 3 , A prominent 
example o f  p h ilo s  in  th e Odyssey would be O d n ciii .4 0 .
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M e lit te  a t  th e  end o f  th e f i f t h  hook.^^^ The one fem ale e x c e p tio n  w ith  
regard  to  c h a s t i t y  i s  the h ero in e  Chloe in  Paphnis & C hloe, who, 
a lth ou gh  she d oes n o t lo s e  h er  v i r g i n i t y ,  s t i l l  in d u lg e s  in  th e d eath ­
bed k i s s in g  o f  Porcon*^^^
The temper o f  th e  lo v e  ex p ressed  between the hero  and the h ero in e  
in  th e  H e l l e n i s t i c  romances i s  s t r i c t l y  a d o le s c e n t . A p o llo n iu s  o f  Tyre 
a lm ost p rov id es  an e x c e p tio n  h e r e , b u t when th e lo v e  between  
A p o llo n iu s  and h i s  w ife  m atures th e  fo c u s  o f  the s to r y  s h i f t s  to  h i s  
d a u g h te r 's  a d o le sc e n t  lo v e .  A lso  th e  lo v e  scen es  betw een th e hero and 
h ero in e  in  th e H e l l e n i s t i c  romances are imbued w ith  a tone o f  sw e e tn ess , 
or g lu k t e s , a s th e  n a r r a t iv e  s lo w ly  b u ild s  up a mood o f  e x p e c ta t io n  f o r  
t h e ir  e v en tu a l marriage and d isc o v e r y  o f  t h e ir  tru e  id e n t i t y .  As 
n o ted  e a r l i e r ,  in  c o n tr a s t  to  t h i s  s t r a in  o f  young, sw e et, i d e a l i s t i c  
lo v e  in  the H e l l e n i s t i c  romances t h e r e - i s  a ls o  a s t r a in  o f  sea so n ed , 
se n su a l p le a su r e s  -  a c o n tr a s t  o f  em otion a l s e n s i b i l i t y  w hich was 
su g g e ste d  in  th e  O dyssey o n ly  in  H a u s ic a a 's  d e l i c a t e ly  ex p ressed  
a f f e c t io n  f o r  O dysseus. In  marked d i s t in c t io n  to  b o th  Homer's and 
Shakespeare's use o f love i s  the lack of a sense o f love as a fam ily  
a f f e c t io n  in  th e  H e l l e n i s t i c  rom ances. With th e ex ce p tio n  o f  the  
second h a l f  o f  A p o llo n iu s  o f  Tyre lo v e  i s  a sen tim en t ex p ressed  s o l e l y  
betw een two young lo v e r s  i s o la t e d  from t h e ir  f a m il ie s  in  th e  cou rse o f  
th e  n a r r a t iv e . In  m ost c a se s  t h e ir  e x p r e ss io n s  o f  lo v e  are a k in d  o f  
v e r n a l p h i lo s , a  tru e  lo v e  ex p er ien ced  by a d o le sc e n ts  which i s  n e t  
ex p ressed  in  term s o f  a fa m ily  u n t i l  the f in a l  reun ion  sc e n e .
But then C litophon  & Leucippe i s  a ls o  the most s e x u a lly  pungent 
of th e  fo u r  H e l l e n i s t i c  romances popular in  the age o f  Shakespeare, 
c o n ta in in g  among o th e r  t i d - b i t s  the lo n g e s t  d ig r e s s io n s  on pederasty.
See: Baphnis & C hloe, The E liza b eth a n  V ersion  from Amyot* s 
T r a n s la t io n  by A n g e ll Paye (London: D avid H utt in  the Strand , IÏB9 0 ) , 
r p t .  from the o r ig in a l  and ed . by Joseph  J a co b s, p p .43 -44 , Book I .
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I n  M a l o r y ' s  L e  M o r t e  D ' A r t h u r  t h e  t h e m e  o f  l o v e  m a t u r e s  t h r o u g h o u t  
t h e  l o n g  c o u r s e  o f  t h e  n a r r a t i v e .  A t  f i r s t  i t  i s  s t r o n g l y  r e m i n i s c e n t  
o f  t h e  a d o l e s c e n t  a f f e c t i o n  o n e  f i n d s  i n  H e l l e n i s t i c  r o m a n c e s ,  
t e m p e r e d  h y  a  m o r e  r e a l i s t i c  a p p r o a c h  t o  s e n s u a l i t y .  B u t  h y  t h e  t i m e  
t h e  S a n g r a i l  n a r r a t i v e  b e g i n s  i n  B o o k  X V I L ,  a n d  e s p e c i a l l y  b y  t h e  t i m e  
o f  t h e  " l e  C h e v a l i e r  d u  C h a r i o t "  e p i s o d e  i n  B o o k  X I X ,  t h e  t h e m e  o f  l o v e  
i s  t r e a t e d  i n  a n  e x t r e m e l y  m a t u r e  f a s h i o n .  L o v e  i n  M a l o r y  i s  n o t  
n o r m a l  f a m i l y  l o v e ,  r a t h e r  i t  i s  t h e  a m b i g u o u s  e x p e r i e n c e  o f  m a t u r e  
p a s s i o n  b e t w e e n  i n d e p e n d e n t  m e n  a n d  w o m e n .  G u e n e v e r  a n d  L a u n c e l o t  
k n o w  w h a t  t h e y  a r e  r i s k i n g  a s  l o n g  a s  t h e y  m a i n t a i n  t h e i r  l o v e , a n d  t h e y  
a c c e p t  t h i s  r i s k  a s  o n e  o f  t h e  a t t r i b u t e s  w h i c h  m a k e s  t h e i r  l o v e  r a r e  
a n d  v a l u e d  a b o v e  a l l  o t h e r s .  T h e y  a c t  a s  i f  t h e i r  l o v e  s t a n d s  a b o v e  
h u m a n  l a w ,  a n d  t h e  i r o n y  o f  A r t h u r *  s  s u b s e q u e n t  e n f o r c e m e n t  o f  h u m a n  
l a w  a g a i n s t  t h e m  i s  t h a t  i t  e n d s  t h e i r  l o v e  i n  a s  w o r l d - s h a t t e r i n g  a n d  
i n t e n s e  a  f a s h i o n  a s  s u c h  a  r a r e  l o v e  d e s e r v e d .  T h e  g r e a t e s t  s o r r o w  
o f  t h e  l o v e  t h e m e  i n  ^  M o r t e  D ' A r t h u r  i s  t h a t  l o v e  d o e s  n o t  l e a d  t h e  
p a r t e d  b a c k  t o g e t h e r  a g a i n .  U n t i l  t h e  a p p e a r a n c e  o f  t h e  S a n g r a i l  a n d  
t h e  q u a r r e l  o v e r  G u e n e v e r  a n d  L a u n c e l o t ' s  a d u l t e r y  t h e  f o r c e  o f  l o v e  
a p p e a r e d  t o  b i n d  t h e  R o u n d  T a b l e  f e l l o w s h i p .  B u t  t h e n  t h e  S a n g r a i l  
a p p e a r s  a n d  o f f e r s  t h e  k n i g h t s  a  h i ^ e r ,  m o r e - t h a n - e a r t h l y  l o v e ,  w h i l e  
t h e  e x p o s u r e  o f  G u e n e v e r  a n d  L a u n c e l o t  i r r e p a r a b l y  d i v i d e s  t h e  R o u n d  
T a b l e  f e l l o w s h i p  o v e r  t h e  r e a l i t y  o f  m o r t a l ,  i m p e r f e c t  l o v e .
I n  A r i o s t o ' s  O r l a n d o  F u r i o s o  l o v e  d r i v e s  a l l  h u m a n  a c t i o n s .
A r i o s t o  a t t a c h e s  l o v e  t o  e v e r y  d e s i r e  w h i c h  a  m a n  o r  a  w o m a n  m a y  h a v e ,  
f r o m  a  l o v e  o f  c h a s t i t y  a n d  h o n o u r  t o  a  l o v e  o f  G o d  a n d  w a r .  M o r e  
p a r t i c u l a r l y ,  l o v e  i s  i m p o r t a n t  i n  t h e  p l o t  o f  O r l a n d o  F u r l o s o  b e c a u s e  
t h e  r e j e c t i o n  o f  O r l a n d o ' s  l o v e  b y  A n g e l i c a  a n d  h e r  t o t a l l y  u n r e a s o n a b l e  
p r e f e r e n c e  f o r  M e d o r  d r i v e s  O r l a n d o  t e m p o r a r i l y  i n s a n e .  A n d  t h u s  t h e  
w h o l e  p o e m  i s  b u i l t  a r o u n d  " O r l a n d o ' s  a c t s . . . / % h o  f e l l  b e s t r a u g h t  w i t h  
l o v e ,  a  h a p  m o s t  r a r e ,  /  T o  o n e  t h a t  e r s t  w a s  c o u n t e d  w i s e  a n d  s t a y d "
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( C . l j S t . l ) .  A l l  f a c e t s  o f  human lo v e  are examined h y  A r io s to  and lo v e  
i s  r a r e ly  examined from one a n g le . A r io s to  i s  c a r e fu l to  frame t h i s  
d r iv in g  m otion through h i s  d is ta n c e d  o b serv a tio n s  a s  n a rra to r  and th en , 
to  re tu rn  to  th e  p o in t  o f  v iew  o f  th e  in d iv id u a l c h a ra c te r  who i s  
un dergoin g  th e ex p er ien ce  o f  lo v e .  At tim es  t h i s  n a r r a tiv e  method 
w i l l  devalue th e  lo v e  w hich i s  b e in g  spoken o f  ( a s  w ith  Rodomont,
I s a b e l ,  and D o r a lic e ,  P.P.C .X X I X ,s t .l .f .) ,  or th e se  comments may 
in t e n s i f y  th e lo v e  ( a s  w ith  A r io s t o 's  comments on Bradam ant's ex p er ien ce  
o f  je a lo u s y , P .P . ,C ,X X X I ,s t . l . f . ) .  At th e end o f  th e whole work th e  many 
d iv e r se  form s o f  lo v e  are  bound in  th e  atm osphere o f  good w i l l  
e s t a b l is h e d  by  th e  lo v e  betw een R uggiero and Bradamant, w h ile  th e  l a s t  
g r e a t enemy o f  lo v e ,  th e  pagan kn ight. Rodomont, K ing o f  A lg ie r s ,  i s  
k i l le d .
The ex p er ien ce  o f  lo v e  i s  a v e r y  mixed brew in  pre-Shakespearean  
romance p la y s . In  th e  th ree  romance p la y s  which we examined a t  an 
e a r l i e r  p o in t in  t h i s  stud y  th e  theme o f  lo v e  was p resen ted  q u ite  
d i f f e r e n t l y  in  each  p la y . Thomas Hughes p o rtra y s lo v e  in  The 
M isfo r tu n es  o f  Arthur e i th e r  a s  an i l l ,  sex u a l p a ss io n , a s  w ith  the  
in t e r p r e ta t io n  o f  G uenever's lo v e  f o r  Mordred ( T.M.O.A. , I . i i . , p . 2 6 ? ) ,  or  
a s  a s e l f - s a c r i f i c i n g  power w hich g r e a t  h ero es  can show f o r  t h e ir  
co u n try , as w ith  A rth u r 's  lo v e  f o r  B r ita in  ( e s p .  in  A rth u r 's  d eath  
s c e n e , T.M.O.A. , V . i . ) .  The M lsfo rtu n es o f  Arthur m anufactures sharp  
t h e a t r ic a l  d ich o to m ies  betw een good and e v i l  form s o f  lo v e  and pre­
f ig u r e s  the same tech n iq u e o f  sharp d iv is io n s  a s  th a t  u sed  by Shakes­
peare in  a f a r  more s o p h is t ic a te d  fa sh io n  in  P e r ic l e s .  Robert G reen e's  
p o r tr a y a l o f  lo v e  in  The H isto r y  o f  Orlando F u rioso  i s  v ery  rem in iscen t  
in  s p i r i t  o f  A r io s to 's  d e p ic t io n  o f  lo v e  in  th e Orlando F u r io so : once  
lo v e  has touched  a person  th ey  are a l l  h ea t and f i r e ,  sudden ly  q u ite  
a lt e r e d  from a p rev io u s  s t a t e  o f  calm s e l f - c o n t r o l  in to  a s t a t e  o f  
daemonic p o s se s s io n . B ecause Orlando ta k e s  le a v e  o f  h i s  sen se  in  The
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H isto r y  o f  Orlando F u rioso  i t  i s  n o t a f a i t h  in  lo v e  which le a d s  him 
hack to  h i s  s a n ity  and h i s  b e lo v ed  A n g e lic a , bu t r a th e r  th e w orkings 
o f  chance and fo r tu n e . In John D ay's The I s l e  o f  G u lls  the lo v e  theme 
i s  an incongruous m ixture o f  bav/dry and h ig h  sen tim en t, o f te n  ex p ressed  
by th e  same c h a r a c te r s  a t  th e  same tim e.^^^ The p la y  t r e a t s  lo v e  a s  a
rob u st game f o r  c o u r t ie r s  and g a l la n t s ,  a s  a  su b je c t  which i s
e s s e n t i a l l y  l ig h th e a r te d  and o f f e r s  l i t t l e  cause f o r  p a in .
The few  rem aining exam ples which we p o s se s s  o f  pre-Shakespearean  
romance drama show th a t  th e p la y w r i^ t s  who were v/orking w ith  i t  were 
sea rch in g  hard to  s o lv e  th e  many d i f f i c u l t i e s  in v o lv e d  w ith  
t r a n s la t in g  prose romance in t o  dram atic r o m a n c e .P r e - S h a k e s p e a r e a n  
romance dramas, a s th e  "pioneer" e f f o r t s  in  t h i s  dram atic g en re , sub­
se q u e n tly  c o n ta in  a rem arkably incongruous and awkwardly sy n th e s iz e d  
c o l l e c t i o n  o f  l i t e r a r y  form s. Yet th ey  p o s se s s  one elem ent which
u n iv e r s a l ly  s e r v e s  to  provide them w ith  some form o f p lo t  coherency;
t h e i r  p e r s is t e n t  developm ent o f  a lo v e  s to r y .  I t  i s  rea so n a b le  to  
assume th a t  when Shakespeare came to  ta c k le  the d i f f i c u l t  form o f  
dram atic romance he co n sid ered  h i s  im m ediate E n g lish  fo reru n n ers who 
had worked w ith  t h i s  form and p e r c e iv e d  th e  theme o f  lo v e  a s  a c r u c ia l  
o rd er in g  p r in c ip le .
In th e  E liza b e th a n  popular drama o f  th e  romance k in d , from  
Clyomon and Clamydes ( c . l5 7 0 )  through Mucedorus ( c . 1 5 8 9 ) ,  th e  fo r c e  
o f  lo v e  m ain ta in s  i t s  p la ce  a s  a g u id in g  power w ith in  the romance 
c h a r a c te r s  when th e  e x t e r io r  surroundings change; i t  i s  a co n sta n t
Most n o ta b ly  by th e  two p r in c e s s e s  H ip o lita  and V io le t t a  in  
A ct tw o, scen e  fo u r , in  w hich th ey  ta lk  about the prom ises o f  t h e ir  
forth com in g  m arriage. See: John Day, The I s l e  o f  G u lls , op . c i t .
PP.253-257.
As P a t r ic ia  R u s s e ll  n o ted  w e ll  in  her e s s a y , "Romantic N a rra tiv e  
P la y s:  1570-1590 ,"  in  Stratford-unon-A von  S tu d ie s  9 ,  19&6, p p .l0 7 0
107- 130.
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fo r c e  amid th e in c o n s is t e n c ie s  o f  tim e and p la c e . Shakespeare  
ex p ressed  a p erso n a l aw areness o f  th e  fo r c e  o f  lo v e  in  th e p er iod
. 0 0
betw een 1592-1595 when he composed t h e ’ S on n ets, in  which poems one
f in d s  a s im ila r  co n cep tio n  o f  lo v e  a s  a g u id in g  power in  a changing
w orld . As Shakespeare n o ted  about th e p h f lo s  k in d  o f  lo v e  in  Sonnet
1 1 6 , i t  i s  n o t a lo v e :
Y.'hich a l t e r s  when i t  a l t e r a t io n  f in d s .
Or bends w ith  the remover to  remove.
0 no I i t  i s  an e v e r - f ix e d  mark,
That lo o k s  on tem p ests  and i s  n ever-sh ak en ;
I t  i s  th e  s ta r  to  every  wand*ring bark .
Whose w o rth 's  unknown, a lth ou gh  h i s  h e ig h t  be tak en .
( S t . 1 1 6 ,2 -8 )
Whereas th e  d ros k in d  o f  lo v e  le a d s  to :
Th'expense o f  s p i r i t  in  a w aste o f  shame
Mad in  p u r s u it ,  and in  p o s se s s io n  so;
Had, h a v in g , and in  q u est to  h a v e , extrem e;
A b l i s s  in  p r o o f, and p ro v 'd , a v e r y  woe;
B e fo r e , a jo y  p rop os'd ; b eh in d , a dream.
. ( S t . 1 2 9 , 9 - 1 2 )
A lth o u ^  Shakespeare probably w rote h i s  Sonnets e a r l i e r  than h i s  
rom ances, th e  id e a s  about lo v e  which he c r y s t a l l i z e d  in  the Sonnets  
quoted  above are to  be found aga in  in ' the o rd er in g  p r in c ip le  o f  lo v e  
w hich he u sed  in  h i s  dram atic rom ances. In  a d d it io n  to  what Shakespeare  
may have le a rn ed  from e a r l i e r  dram atic rom ances.and h is  own id e a s  o f  
lo v e  ex p ressed  in  S on n ets 116 and 1 2 9 , an argument fo r  th e  s u p e r io r ity
' The d a te s  o f  th e  Sonnets are u s u a l ly  a ss ig n e d  to  1592-1595»  
a lth ou gh  th ey  were f i r s t  p r in te d  by Thomas Thorpe in  I 60 9 . P e r ic le s  
was w r it te n  about I 608- I 609 and en tere d  in  th e  S t a t io n e r 's  R e g is te r  on 
May 2 0 , I 6O8 . Cymbeline was w r itte n  about I 609- I 6IO, in  which tim e  
Simon Forman reco rd s having a tten d ed  a perform ance. The W in ter 's  Tala  
was w r it te n  about I 6IO -I6I I ,  and Simon Forman saw i t  on May 15» l o l l .
The Tempest was w r it te n  in  I 6I I ,  and p resen ted  on November 1 , I 6I I  a t  
c o u r t . For more on th e  d a tin g  o f  S h ak esp eare's  Sonnets and p la y s  se e :  
Ryder E .  R o ll in s ,  e d . , S b akesp ezre' s S o n n e t s  (P h ila d e lp h ia :  J .B . 
.L ip p in c o tt , 1944)» New Variorum E d it io n ;  E.K .  Chambers, W illiam  
Shakespeare : A Stud]'- o f  F a c ts  and  Problem s, 2 V o l s . , >
J.G.McLlanav/ay, "Recent S tu d ie s  in  S h ak esp eare's  C hi'onology," Shakespeare  
Survey 3, I 9 5 O» p p .22-33; Samuel Schoenbaum, S h ak esp eare's  L iv es  
%Oxford: U n iv e r s ity  P r e s s ,  1 9 7 0 ).
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and permanence o f  p h f lo s  lo v e  as c o n tr a s te d  to  ero s  lo v e  i s  d eveloped  
by John Gower throughout h i s  poeme a t h e s e , the C on feesio  Amantis -  
which served  a s  th e f i n e s t  source v/ork f o r  P e r ic le s .  F in a l ly  in  
P e r ic le s  i t s e l f ,  w hich we s h a l l  now turn  t o ,  th e dram atic p ro g ress io n  
i s  marked by a s e r i e s  o f  i l l u s t r a t i o n s  o f  th e  good and e v i l  form s o f  
l o v e ,  w ith  th e p lo t  tr a c in g  ou t a th em atic  p a ttern  concerned  w ith  th e  
p ro ta g o n is ts*  v ic t im iz a t io n  or  a id  by d i f f e r e n t  e x p r e ss io n s  o f  lo v e .
Love in  P e r ic le s  
P e r ic le s  b e g in s  w ith  a storm o f  p a ssio n  as the adventurous and 
cocksure young p rin ce  c o n fro n ts  th e  p rim ord ia l crime o f  in c e s t .  
Shakespeare u n d e r lin e s  P e r ic le s*  s t a t e  o f  sex u a l exc item en t and 
c o n fu s io n , a s  the young p r in ce  i s  p ortrayed  as  b e in g  d eep ly  in  lo v e  
w ith  th e  in c e s tu o u s  daughter o f  K ing A ntiochus b e fo re  he knows o f  her  
cr im e, w h ile  a f t e r  he le a r n s  o f  i t  he r e g r e ts  the l o s s  o f  a lo v e  which  
he f e l t  cou ld  have la s t e d  fo r e v e r  ( s e e  e sp . P er. I . i . 76-77)-» P e r ic le s  
n o te s  how the D aughter o f  A ntiochus* fa c e  i s  the"book o f  p r a is e s ,  where 
i s  read  /  N oth in g  b u t cu r io u s  p lea su res"  ( P er . I . i . 1 5 -1 6 ) and how he 
would g iv e  "my u n sp o tted  f i r e  o f  lo v e  to  you" ( P er. I . i . 53) » Yet w h ile  . 
h is  sex u a l ardour i s  in  t h i s  i n i t i a l  in flam ed  s ta g e , h i s  f i r s t  b i t e  
in t o  th e app le o f  h i s  d e s ir e  shows him th a t  i t  i s  p i t t e d  w ith  worms.
H is w anderings then b eg in  in  r e a c t io n  to  t h i s  d isc o v e r y , and b ecau se  
o f  an e a r n e s t  d e s ir e  to  p reven t A ntiochus* "tempest" o f  war from  
f a l l i n g  on h i s  own p eop le  o f  Tyre ( P er . I . i i . 90-100). Love h u rts  in  
P e r i c l e s , and i t  i s  n o t u n t i l  P e r ic l e s  d isc o v e r s  T haisa  in  Act tw o, 
scen e th ree  th a t  h i s  lo v e ,  e i t h e r  h i s  sex u a l ardour o r  h i s  lo v e  f o r  
h i s  own p e o p le , ca u ses  him an yth in g  but p a in fu l w anderings.
Having e s ta b l is h e d  one part o f  h i s  argument about the pain o f  lo v e  
and th e  d e s tr u c t iv e n e s s  o f  u n b r id led  sex u a l p a ss io n , Shakespeare then  
d ev e lo p s  a th em atic  cou n terb a lan ce w ith  th e  court o f  P e n ta p o lis  and th e
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healthy s e n s u a l i ty  o f  King Sim onides and h is  d a u ^ ter . D ir e c t ly  b e fo re  
he go es to  P e n ta p o lis  P e r ic le s  e x p e r ie n c e s  f a l s e  lo v e  in  the co u rt o f  
Cleon and D ionyza o f  Tharsu s , where he came se ek in g  " n o t . . . f o r  r e v e r e n c e , 
b u t f o r  lo v e"  ( P er . I . i v . 9 7 ) > not f o r  th e h igh  r e sp e c t  f o r  h is  o f f i c e  as  
P rin ce  o f  T yre, but a f e e l i n g  which i s  n a tu r a lly  more genuine and k in d ly  
d isp o se d . In r e tr o s p e c t  th e  aud ience knows P e r ic le s  does n o t r e c e iv e  a 
g en u in e , la s t in g  lo v e  u n t i l  P e n ta p o lis .  In  P e n ta p o lis ,  however, he 
must f i r s t  prove h is  worth in  order to  r e c e iv e  t h i s  lo v e  -  a theme 
w hich Shakespeare w i l l  d ev e lo p  throughout th e rom ances.
K ing Sim onides and h i s  daughter T haisa  stand  ou t in  sharp c o n tr a s t  
to  th e  loathsom e s e n s u a l i t y ,o f  K ing A ntiochus and h i s  d au ghter.
D irectly  a f t e r  the banquet scene in  P e n ta p o lis  in  w hich Sim onides t r i e s  
to  ch eer  up P e r ic le s  by f l a t t e r i n g  him w ith  the a p p r a isa l th a t  he has  
"heard you k n ig h ts  o f  Tÿre /  Are e x c e l le n t  in  making la d ie s  tr ip "
( P e r . I I . i i i . 10 2 - 1 0 3 ) ,  th e  fo c u s  s? d tc h e s  to  H elican u s t e l l i n g  E scanes  
about A ntiochus and h i s  d a u ^ t e r ' s  punishment f o r  t h e ir  "heinous 
c a p i t a l  o f f e n c e . . . ^ f j  i n c e s t " ( P e r . I I . i v , 5 ,2 ). The lo v e  argument expands 
a s  Shakespeare weaves in  a f u l l  complement o f  l i g h t  and dark th read s  
in  s id e -b y - s id e  c o n tr a s t ;  by  m id -p lay  the e v i l  lo v e r s  are b e in g  
punished  and th e v ir tu o u s  lo v e r s  appear to  be r e c e iv in g  t h e ir  j u s t  
rew ard.
The n ex t s te p  in  S h ak esp eare's  dram atic argument i s  to  e x h ib it  
H elicanus*  lo v e  f o r  P e r ic le s  by p u t t in g  H elican u s through th e t e s t  o f  
b e in g  o f fe r e d  th e  le a d e r sh ip  o f  Tyre. In  A ct on e, scen e two H elican u s  
was p resen ted  a s  th e h o n est o ld  c o u n s e l lo r ,  th e  o n ly  man in  h i s  co u rt  
whom P e r ic le s  r e a l ly  t r u s te d .  But in  Act tw o, scen e  fo u r  h is  h e a r t­
f e l t  a l le g ia n c e  to  P e r ic le s  i s  f u l l y  a sc e r ta in e d  when he i s  n o t tem pted  
to  a cce p t th e  o f f e r  o f  th e  permanent r u le r sh ip  o f  Tyre. What P e r ic le s '  
" an cien t s u b s t itu te "  ( P er. V . i i i . 5 2 )  ca r e s  about most i s  s ta y in g  tru e  to  
P e r ic l e s .  "Day s e r v e s  n ot l i g h t  more f a i t h f u l  than I ' l l  be / t o
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P e r i c l e s / "  s a y s  H e l i c a n u s  ( P e r . I . i i . l l O )  a n d  w h i l e  P e r i c l e s  i s  a b s e n t  
f r o m  T y r e  h e  m a n i f e s t s  t h i s  l o v e  h y  k n i t t i n g  t o g e t h e r  the L o r d s  o f  
T y r e  i n  a  t i g h t  b o n d  o f  r e v e r e n c e  a n d  l o v e  f o r  t h e i r  p r i n c e .
With h i s  m arriage to  T haisa  in  th e c en tre  o f  the p la y  (betw een  
A cts  two and t h r e e ) ,  P e r ic le s  f in d s  the "purchase o f  a g lo r io u s  b e a u ty /  
Prom whence an is s u e  m ig h t...p r o p a g a te "  ( P er . I . i i . 7 2 -7 3 ) .  A lthough th e  
p la y  has by t h i s  p o in t  e s ta b lis h e d  a b a lan ce  betw een th e  u n h ea lth y  
lo v e  o f  Antiochus* fa m ily , th e  h e a lth y  lo v e  o f  P e n ta p o lis ,  and th e  
f i n e  gu ard ian sh ip  o f  H elican u s -  in  romance the mood o f  fo r tu n e  
changes q u ick ly  and fa v o u ra b le  c ircu m stan ces  r a r e ly  l a s t .  Gower's 
prom ise th a t the p la y  would "make men g lo r io u s"  ( P er .P r o l .9 )  i s  not  
f u l f i l l e d  e a s i l y ;  th e  c o s t  o f  g lo r y  in  romance i s  rep ea ted  s u f f e r in g  
and l o s s .  P e r ic le s  f i r s t  underwent th e l o s s  o f  p r iv a te  d e s ir e s ,  then  
th e l o s s  o f  h i s  co u n try , and now he must undergo th e  l o s s  o f  h i s  w ife  
on th e  h ig h  se a s  o f  fo r tu n e . The l a s t  b low  w i l l  be the rem oval o f  h i s  
one c o n s o la t io n  in  l i f e ,  th e  "poor in fa n t  ^ a r in a ^ ,  t h i s  fresh -n ew  
sea fa rer"  ( P er . I I I . i ,  4 1 ) .  But a s  Shakespeare s t a t e s  in  h i s  n ex t  
romance: "Some f a l l s  are means th e  h ap p ier  to  r is e "  ( Cym. I V . i i . 4 0 6 . ) .  
P e r ic le s '  l i f e  w i l l  seem sp len d id  once he r i s e s  from t h i s  em otion a l 
d ep th .
Removing P e r ic le s  from sta g e  c e n te r  by  th e  b eg in n in g  o f  Act fo u r  
a llo w s  Shakespeare to  d evelop  o th er  exam ples o f  lo v e :  a D ia n a -lik e  
c h a s t i t y  and con stan cy  in  Marina which i s  p re fig u re d  in  h er m oth er's  
a c t io n s  soon a f t e r  h er  r e b ir th  a t  the hands o f  Lord Cerimon ( P er . I I I ,  
i v . ) ,  th e  s e l f - l e s s  c h a r ity  o f  Lord Cerimon, a man who cannot r e s t  when 
o th e r s  need h i s  h e lp  ( P er . I I I . i i . 26 f . ;  V . i i i *60 f . ) ,  and an example o f  
reform ed l i c e n t io u s n e s s  w ith  Lysim achus, th e governor o f  M ytilen e  .
( P er .IV .V . 19 f . ) .  In  dark c o n tr a s t  to  th e se  peop le th ere  are two 
exam ples o f  fra u d u len t em otion , as Shakespeare d ev e lo p s  th e lo v e  o f  
Pandar, Bawd^and B o u lt f o r  money, a lo v e  tempered by n e c e s s i t y  ( s e e
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0 s p .P e r ,V . i .1 68-171), and th e co n sc ien ce -d en y in g , Lady M acb e th -lik e  
lo v e  which D ionyza shows f o r  h er d au g h te r P h ilo te n  ( P er . i . 1 -1 3 ; I V . i i i ) .  
B oth  th e b r o th e l k eep ers  and D ionyza ex em p lify  a type o f  a f f e c t io n  in  
w hich he "who makes th e  f a i r e s t  show means most d e c e it"  ( P er . I . i v , 75)>
T his developm ent o f  th e  ways o f  humaa> em otions i s  accom plished  a t  
th e  r i s k  o f  the aud ience lo s in g  s ig h t  o f  P e r ic l e s .  Yet w ith ou t t h i s  
e x te n s iv e  developm ent o f  the lo v e  theme th ere  would be no p lo t  to  
P e r ic l e s . P e r ic le s*  s t a t i c ,  p a ss iv e  ch a ra c te r  i s  n o t a su b je c t o f  
profound dram atic e x p lo r a t io n . Shakespeare b u ild s  up h i s  romance 
drama o f  P e r ic le s  by  e x h ib it in g  d i f f e r e n t  f a c e t s  o f  lo v e ;  v i r t u a l l y  
each  in c id e n t  in  th e  p la y  (w ith  th e  e x c e p tio n  o f  the p ir a te  crew o f  
th e g r e a t p ir a te  V a ld es) shows a d i f f e r e n t  k in d  o f lo v e  v/ithout 
d ev e lo p in g  or a l t e r in g  a major c h a r a c te r 's  p e r s o n a lity .  " P e r i c l e s . . .  
h a s t  a  h e a r t /  That e v e r  cracks f o r  woe" ( P er . I I I . i i . 8 1 -8 2 ) because  
o f  h i s  adverse lo v e  e x p e r ie n c e s , and each  member o f  h i s  fa m ily  l i k e ­
w ise  undergoes a g r e a t s t r a in  upon t h e ir  l i f e  and lo v e .  But th ey  move 
in  th e  p la y  l i k e  s ta b le  p ie c e s  in  a s h i f t in g  ta b le a u . Only one 
c h a r a c te r  d ev e lo p s  s lg i l i f i c a n t l y  in  h is  lo v in g  in  P e r i c l e s , Lysim achus, 
and Shakespeare k eep s him in  th e dram atic background.
When one i s  d e a lin g  w ith  an ex trem ely  em otion a l p la y  l i k e  P e r i c l e s , 
in d eed  a  p lay  w hich "makes sense"  a t  t im es  b ecau se o f  em otion al and n o t  
l o g i c a l  com plem entarity  ( a s  in  th e l in k  betw een Act on e, scene two and 
A ct on e, scene th r e e )  -  i t  may seem odd to  n o te  a c e r ta in  d ep erso n a l­
iz a t io n  o f  th e  c h a r a c te r s .  But th e  v ir tu e  o f th e p r o ta g o n is ts  in  
P e r i c l e s , b o th  m o ra lly  and a e s t h e t i c a l l y ,  l i e s  in  t h e ir  em otion al 
s t a b i l i t y .  Compared to  c h a r a c te r s  l i k e  Hamlet or L ear, P e r ic le s  d oes  
n o t have much to  o f f e r  an audience a s  a unique human b e in g ; bu t t h i s  
i s  n o t th e dram atic p o in t o f  P e r ic l e s .  P e r ic l e s ,a s  w e ll  as M arina,
T haisa , Cerimon, and H elican u s are o f fe r e d  a s  exem plary f ig u r e s ;  the  
"purchase i s  to  make men g lo r io u s"  ( P e r .F r o l .9 )  a s  Gower s a id .
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S h a k e s p e a r e  i s  s t a b i l i z i n g  h i g  romance d iv e r s i t y  by b u ild in g  h is  p lay  
upon rem arkably c o n sta n t in d iv id u a ls  whom we s h o u l d  en jo y  as co n sta n t  
f ig u r e s  in  c o n tr a s t  to  an u n sta b le  w orld .
By th e end o f  the p la y  P e r ic le s  i s  hardened down by h i s  adverse  
e x p e r ie n c e s  to  a s i l e n t ,  g id e v in g  man o n e ,s t e p  away from madness and 
d ea th . Marina has been so hardened by h er  e x p e r ie n c e s  th a t she read s  
h e r  f a t h e r ' s  i n i t i a l  a s t o n i s h m e n t  u p o n  d i s c o v e r i n g  h e r  a s  c y n i c i s m  
and scorn  ( P er . V . i . l 6 4 ) . T heir reu n ion  in  Act f i v e ,  scene one i s  n o t a 
su g a r-sw eet rec o v ery  scen e . They have each  endured lo n g  s t r e t c h e s  o f  
m ir th le s s  tim es and t h e ir  mutual reco v ery  does n ot e x p la in  th e m y s t e r y  
o f  fo r tu n e . T h is scen e expands upon the m ystery o f  fo r tu n e  by  
a llo w in g  them to  r e c o v e r  th o se  whom th ey  had g iv e n  up h o p e  o f  e v e r  ' 
f i n d i n g .  L ife  becomes l i k e  a " ra rest d r e a m .../ o ÿ '  w i l d . , b e h o l d i n g . . .  
f i l l e d  w i t ÿ  th e m usic o f  th e sp h eres!"  ( P e r .V .i .  1 6 0 ,2 2 0 ,2 2 8 ) . T his  
i s  th e  "rapture o f  th e  sea" ( P er . I I .  i . l 5 3 )  a t  work, th e  f i t f u l  
t o s s in g ,  b lu s t e r in g  and s h i f t in g  o f  p eop le  and e v e n ts  which lu c k i ly  
som etim es le a d  th e  w anderers home -  a "home" f o r  th e  w anderers 
s p i r i t s  w hich k eep s  i t s  o r ig in a l  v a lu e  a s  l o n g  as th e wanderers have 
k e p t  t h e i r  h e a r ts '  a l le g ia n c e .
G. W ilson K night h a s n o ted  th a t  th e "most in s i s t e n t  im p ressio n ­
i s t i c  recu rren ce  t h r o u ^ o u t  P e r i c l e s , ex cep t f o r  se a -v o y a g e s , concerns  
t h e  b a la n c in g  o f  tru e  and f a l s e  v i r t u e s . I n  P e r ic le s  t h i s  b a lan ce  
i s  an eq u ilib r iu m  o f  human a f f e c t io n  which Shakespeare p h rases a s  t h e  
f o r c e s  o f  D i a n a  c o n f r o n t i n g  t h e  f o r c e s  o f  P r i a p u s .  I n  P e r i c l e s  b o t h  
M arina and T lia isa  are id e n t i f i e d  w ith  D i a n a  ( P er . I I . i v . l O j l l l . i i . l l O ;  
I V . i i . i 495I V .P r o l .2 9 ) ,  P e r ic l e s  has a g u i d i n g  v is io n  o f Diana ( P er . V . i .  
238 - 2 4 9 )» and th e p la y  e n d s  as a  g lo r io u s  triumph f o r  h er  powers in  the  
tem ple o f  Diana ( P e r . V . i i i ) .  The powers o f  th e goddess Diana su g g est  a
489
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c e r t a in  c o ld  d is ta n c e ,  a re s e rv e  o f p u r i t y ,  and most o f a l l  a  m oral 
co n s tan cy . In  c o n t r a s t ,  th e  fo rc e  o f  P riap u s  su g g es ts  a  la c k  o f sex u a l 
c o n t r o l ,  an e x c e s s iv e , alm ost g ro te sq u e  p reo ccu p a tio n  w ith  th in g s  
sex u a l and s e n s u a l. The hawd sees  M arina a s  a  d i r e c t  t h r e a t  to  th e  
powers o f P r ia p u s , say in g  to  h e r :  " F ie , f i e  upon h e r!  S h e 's  a b le  to  
f r e e z e  th e  god P r ia p u s , and undo a  whole g e n e ra tio n "  ( P e r . I V .v i . 3 -5 ) . 
When M arina p ray s  to  D iana to  p ro te c t  h e r  v i r g i n i t y  th e  Bawd mocks h e r  
p ra y e rs  w ith , "«That have we to  do w ith  D iana?" ( P e r . I V . i i . 150 ).
D iana r e p re s e n ts  th e  s p i r i t u a l  fo rc e  o f love  g u id in g  th e  fa m ily  
o f  P e r i c l e s ,  w h ile  th e  fo r c e s  o f P r ia p u s  and o th e r  form s o f r e c k le s s  
lo v e  (su c h  a s  D ionyza*s^^^ love  f o r  P h ilo te n )  re p re s e n t  t h e i r  s p i r i t ­
u a l  a d v e r s a r ie s .  The w orld  o f P r ia p u s  in  P e r ic le s  i s  d is e a s e d , w h ile  
th e  peop le  who have g iven  in  to  t h i s  f o r c e ,  such a s  K ing A n tio ch u s, 
h i s  d a u g h te r , and th e  b r o th e l  k e e p e rs , have r e v e r te d  to  th e  m oral 
l e v e l  o f t ro g lo d y te s .
P e r ic le s  ends a s  a  triu m p h an t c o n c lu s io n  f o r  th e  powers o f D iana 
a s  opposed to  th e  u n ru l in e s s  o f P r ia p u s . Shakespeare u se s  t h i s  a n c ie n t 
goddess and god n o t to  su g g es t t h a t  th e y  have a  s e p a ra te  m e tap h y sica l 
r e a l i t y  f o r  m ankind, b u t a s  a  c o n c re te  m etaphor f o r  th e  p sy ch o lo g ica l 
and m oral fo r c e s  a t  work in  P e r i c l e s . The gods o f Greece p ro te c t  
P e r ic le s*  fa m ily  ( a s  th e  chorus w ish es . P e r . I . i v . 97)^^^ and th e y  h e lp  
to  gu ide them a l l  s a f e ly  back  to  p o r t .  The g r e a te r  power which a id s  
P e r ic le s*  fa m ily , a s  p e r s o n if ie d  by D iana, i s  a  m etaphor f o r  t h e i r  own
D ionyza*s name d e r iv e s  from th e  Greek god o f sen su a l r e c k le s s n e s s ,  
D ionysus. S hakespeare chose to  keep  h e r  name a s  i t  i s  in  th e  s o u rc e s , 
where i t  i s  a l t e r n a t e l y  s p e l le d  "D ionyse" (Gower) and "D io n is iad es"  
(Tw ine) -  w h ile  he a l t e r e d  o th e r  names in  h i s  a d a p ta t io n . See: N&DSOS, 
V o l .6 , op . c i t . p p .383, 433.'
Note a ls o  t h a t  as  soon a s  T h a isa  awakens from  h e r  ap p a ren t d ea th  
she p ra y s  to  D iana ( P e r . I I I . i i . 1 1 0 ), D iana i s  a ls o  named as  C yn th ia  in  
th e  p la y  ( P e r . I I . v . l l ) T  There a re  a l to g e th e r  f i f t e e n  r e fe re n c e s  to  h e r  
in  P e r i c l e s .  At one p o in t T h a isa  a ls o  c a l l s  upon Juno a s  th e  goddess o f 
m arriag e  and f i d e l i t y ,  ( P e r . I I . i i . 30) .
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co n stan cy  to  love  in  a  w orld  where man i s  a  "h a ll...w h o m  b o th  th e  
w a te rs  and th e  wind /  In  / l i f e * £7 v a s t  t e n n i s - c o u r t . . .p l a y  upon" ( P e r . 
11 . 1 . 58- 61) .  Thus P e r ic le s  e s ta b l i s h e s  an argum ent about th e  v a lu e  o f 
c o n se rv a tiv e  love  v e rs u s  w a s te fu l form s o f lo v e  which w i l l  be re p e a te d  
and developed  in  each  su cceed ing  romance by  S hakespeare .
#
Love in  Cymbeline
Cymbeline m ixes lo v e  and war by in te rw e av in g  th e  w a g e r-s to ry  o f  .
Imogen and P o s t humus w ith  a  Roman in v a s io n  o f  E ngland . On th e  su rfa c e
S hakespeare  i s  now r e l a t i n g  th e  k in d  o f  romance we found in  M alory and
A r io s to :  a t a l e  o f  lo v e  l o s t ,  a  b a t t l e  won, and a lo v e  re g a in e d . The
O dyssean p a t te r n  l i e s  a t  a  d eep er l e v e l  in  Cym beline, b e n e a th  the
s u rfa c e  p a t te r n  o f  m edieval and c o n t in e n ta l  re n a is s a n c e  m o tif s .  The
l i m i t  o f  human endeavour i s  th e  f o r e s t  r a th e r  th an  th e  s e a , a lth o u g h
th e re  i s  th e  pow erfu l s e a - l ik e  m etaphor o f England a s  an i s la n d  th a t  i s
"A w orld  by  i t s e l f "  ( Cym. I I I . i . 13) and England i s  p ra is e d  f o r :
The n a tu r a l  b ra v e ry  o f / t h i ^  i s l e  which s tan d s  
As N e p tu n e 's  p a rk , r i b b 'd  and p a l 'd  in  
W ith ro c k s  u n sc a la b le  and r o a r in g  w a te rs ,
W ith sands t h a t  w i l l  n o t b e a r  / t h e /  e n em ies 'b o a ts  
B ut suck them up to  t h '  to p -m as t.
( C y m .I I I . i .18-22)
In  a d d i t io n ,  Cymbeline i s  marked o u t among th e  romances a s  p o s se s s in g  
th e  g u id in g  m etaphor which i s  a p p l ic a b le  to  a l l  o f them: th a t  "Fortune 
b r in g s  in  some b o a ts  t h a t  a re  n o t s t e e r 'd "  ( Cym. I V . i i i . 46) .  B u t, 
r a t h e r  th a n  M ed ite rran e a n , th e  m i l i t a r y  s tru g g le  i s  e a r ly  E n g lish  
v e rs u s  Roman ( a s  w ith  K ing A r th u r 's  f i g h t  a g a in s t  th e  Emperor o f Rome 
in  Le Morte B 'A r th u r) , th e  h e ro  lo s e s  h im se lf  in  a s t a t e  o f love  madness 
and becomes i r r a t i o n a l l y  d e s t r u c t iv e  ( a s  w ith  O rla n d o 's  madness in  
O rlando F u r io s o ) ,  and l ik e  m edieval and c o n t in e n ta l  re n a is s a n c e  romance 
th e  t a l e  i s  a c o u r t ly  romance concerned  w ith  th e  k in g 's  l i k e s  and 
d i s l i k e s  ( a s  b o th  w ith  K ing A rth u r in  Le M orte D 'A rth u r and th e  Emperor 
Charlemagne in  O rlando F u r io s o .) .
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The theme o f love  develops i n i t i a l l y  in  Cymbeline in  a way 
a lre a d y  e s ta b l i s h e d  in  P e r i c l e s : d issem b lin g  love  v e rs u s  t ru e  lo v e , w ith  
th e  f i r s t  scene c o n tr a s t in g  th e  Q ueen 's f r a u d u le n t  love  f o r  Imogen 
(" d is se m b lin g  c o u rte sy "  Imogen c a l l s  i t ,  Cym. I . i . 84) a g a in s t  th e  t r u e  
lo v e  o f  Posthumus and Imogen. K ing CymbeHne i s  th en  developed a s  an 
e x t r a o r d in a r i ly  myopic man who m isu n d erstan d s  p r a c t i c a l l y  e v e ry th in g  
h av in g  to  do w ith  lo v e . In  th e  co u rse  o f th e  p la y  he m is tak es  C lo ten  
a s  th e  v a lu a b le  son and Posthumus a s  th e  " b a se s t t h i n g . . .p o iso n  to  ^ i s ^  
b lo o d "  ( Cym. I . i . 125,1 2 8 ) , m is tak es  h i s  Q ueen 's venomous a f f e c t io n  a s  
l i f e - g i v i n g  n o u rish m en t, condemns Posthumus to  p r is o n  soon a f t e r  
Posthumus sav es  h i s  l i f e  ( Cym.V . iv .8 6 -8 8 ,9 6 -1 0 0 , dumb show), and once 
th e  Queen h as d ie d  c la im s i t  was s o le ly  because o f h e r  th a t  Imogen and 
th e  r e s t  have s u f f e r e d .  Cymbeline i s  re m in isc e n t o f L ear a s  a k in g  who 
"h a th  e v e r b u t s le n d e r ly  known h im se lf"  ( L r . I . i . 2 9 3 ) > w h o 'is  in  lo v e  
w ith  h i s  own d e s i r e s ,  and o n ly  when c ircu m stan ces  have fo rc e d  him in to  
th e  re u n io n  scene o f  Act f i v e ,  scene one does he a cc e p t a u th e n t ic  lo v e .
The dichotom y betw een a c o n s ta n t ,  s ta b le  love  and a  r e c k le s s  love  
i s  n o t p h rased  in  Cymbeline as  an o v e r t  c o n f ro n ta t io n  betw een th e  
fo r c e s  o f D iana and P r ia p u s . Imogen i s ,  how ever, developed  a s  a  
D iana f i g u r e ,  s le e p in g  in  a  bedroom d e c o ra te d  w ith  i l l u s t r a t i o n s  o f 
D iana ( Cym. I I . i v . 80- 84) and lachim o speaks o f h e r  a s  a  woman who 
o u td o es  D iana f o r  c h a s t i t y  ( Cym.V .v .179-180). lachim o and C lo ten  
co u n te rb a lan ce  Im ogen 's p u r i t y ,  a s  b o th  o f them t r y  to  seduce h e r  in  a 
f o u l  m anner. C lo ten  adm its  th a t  h i s  love  f o r  Imogen i s  a l l  "sen se"  
and l i t t l e  e l s e  ( Cym. I I . i l l . 53)# Ke must tak e  h i s  in s t r u c t io n s  on how 
to  woo Imogen in  a  g en tlem an ly  fa s h io n  from h i s  m other and 
s t e p - f a th e r ,  and when l e f t  to  h i s  own d ev ice s  he t r i e s  to  win Imogen 
b y  ra p in g  h e r .
A nother a sp e c t o f r e c k le s s  lo v e  in  Cymbeline i s  th e  O rla n d o -lik e  
m adness o f Posthum us, which i s  i t s e l f  a n e g a tiv e  p ro o f o f  a  p o s i t iv e
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f a c t :  the vehement eloquence of h i s  h a t r e d  r e f le c t s  the genuine depth 
o f h i s  lo v e . In  c o n t r a s t ,  Im ogen 's r e a c t io n s  to  Posthumus* a c c u sa tio n  
o f  i n f i d e l i t y  which r e f l e c t s  th e  d ep th  o f h e r  lo v e  does n o t cause h e r  
to  w ish PoethuBus* d e a th . Posthum us, l ik e  Cym beline, h as h im se lf  to  
blam e f o r  h i s  ovrni s u f f e r in g .  Imogen even su g g e s ts  t h a t  th e  punishm ent 
w hich Posthumus u n d erg o es, to  th e  p o in t o f  d e a th  c e l l  d e s p a ir ,  i s  j u s t  
r e t r i b u t i o n  when she say s :
You good gods,
. . .L o v e r s
■ And men in  dangerous bonds p ray  n o t a l ik e ;
Though f o r f e i t e r s  you c a s t  in  p r is o n .
(C y m .II I .1 1 .2 9 .36- 38)
The iro n y  o f  th e  im b ro g lio  su rro u n d in g  Im ogen 's f l i ^ t  to  Wales 
and Posthumus* w andering back  and f o r t h  from England i s  th a t  both 
Imogen and Posthumus a re  t r u e  to  one a n o th e r 's  love  -  and i t  i s  t h i s  
o b se ss io n  w ith  f i d e l i t y  ( e s p e c ia l ly  on Posthum us' p a r t )  which cau ses  
so many o f  t h e i r  problems^ Posthumus had l i t t l e  sex u a l in tim acy  w ith  
Imogen ( Cym. I I . v . 8 - 9 ) ,  a l th o u ^ i  by th e  covenant o f t h e i r  hand f a s t i n g  
he had a r i g h t  to  t h i s  knowledge ( Cym. I . v . 7 8 ; I I . v . 9-10)# That Imogen 
a p p ea rs  to  have broken th e  vow o f m utual f id e l i t y  n o t o n ly  i n s u l t s  
Posthumus* manhood, b u t he a ls o  ta k e s  i t  a s  an o ffen c e  to  h i s  s o c ia l  
s ta n d in g . The f i r s t  th in g  th a t  pou rs  ou t o f  him in  h i s  rage  o f  A ct 
tw o, scene f i v e ,  i s  t h a t  Im ogen 's f i d e l i t y  must prove th a t  he i s  a  
b a s ta r d :
And th a t  most v e n e rab le  man which I  
Did c a l l  my f a th e r  was I  know n o t where 
V/hen I  was s tam p 'd .
(C y m .n .v .2 -4 )
Posthumus* r e a c t io n  to  Im ogen 's supposed i n f i d e l i t y  b r in g s  ou t th e  
em o tio n a l in s e c u r i t y  o f  a  man v;ho n e v e r  knev/ h i s  f a t h e r  and was 
b ro u g h t up as  th e  K in g 's  w ard. The d e e p e s t, unspoken cause f o r  h i s  
an g er -  one which Shakespeare does n o t s u f f i c i e n t l y  u n d e r lin e  -  i s  th e  
b re a k in g  o f t h i s  p r iv a te ,  r e a s s u r in g  bond which had been e s ta b l i s h e d  
betw een th e  K in g 's  d a u g h te r  and th e  K in g 's  ward. I t  im m ediately
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d e v a lu a te s  him in  h i s  oim  eyes in to  "a  c o u n te r f e i t"  ( Cym. I I . v . 6 ) ,  a  man 
o f  no w orth .
The s t r e s s  on c h a s t i ty  and f i d e l i t y  in  Cym beline, and in  Shakes­
p e a r e 's  romances a l to g e th e r ,  may he u n d e rs to o d  in  a number o f ways.
The s t r e s s  on c h a s t i t y  i s  sen su o u sly  re a so n a b le : th e  more d e lay ed  th e  
p le a s u re  i s ,  th e  more d e l ig h t f u l  i t  w i l l  e v e n tu a lly  b e . T h is v e rn a l  
b e a u ty , th e se  f r a n g ib i lo  q u a l i t i e s ,  need  to  be p re se rv e d  and 
p r o te c te d ,  n o t squandered  a s  some k in d 'o f  re p la c a b le  commodity. Then 
th e re  i s ,  in  Cymbeline e s p e c ia l ly ,  a v e in  o f  what C aro lin e  Spurgeon
c a l l e d  th e  "Purchase and Value Im ages" h av in g  to  do w ith  t h i s  theme of 
493c h a s t i t y .  Im ogen 's sex u a l r e s t r a i n t  in  r e l a t i o n  to  Posthumus shows 
a  m e rc h a n t 's  s t r a i n  i n  h e r ;  she w ishes to  conserve h e r  v a lu ed  goods 
and n o t spend them w ith o u t ca re  and a t t e n t io n .  V ir g in i ty  and f i d e l i t y  
may a ls o  be tak en  a s  a  s i g i  o f s o c ia l  s u p e r io r i ty ,  a s  a lre a d y  n o te d . 
Imogen and P o s t humus a re  t r y in g  to  be b e t t e r  and o f te n  a re  b e t t e r ,  
th a n  m ost p eo p le . The m eta l which th e y  show in  t h e i r  s t ru g g le  to  
m a in ta in  s u p e r io r  v a lu e s  i s  a  s ig n  o f  t h e i r  "upper c la s s "  s t a t u s .
B oth  Posthumus and Imogen a re  u p h o ld e rs  r a th e r  th an  a b ro g a to rs  o f  th e  
s t a t u s  quo. The romance w i l l  end w ith  t h e i r  r e tu in  to  a  p lace  o f h ig h  ■ 
s o c ia l  s ta n d in g  and th e  s to ry  o f  t h e i r  s o c ia l  d isp lacem en t w i l l  have 
made up  th e  p lo t  o f t h e i r  rom ance.
The q u e s tio n  o f th e  r e l a t i o n  betw een lo v e  and v a lu e  i s  c e n t r a l  to  
th e  theme o f lo v e  in  Cym beline. C lo te n , Cymbeline, and Posthumus a l l  
e x p re ss  contem pt o r  p a in  because th e y  f e e l  t h e i r  lo v e  h a s  n o t been
A l te r n a te ly ,  i n  l e ont e s' a c c u sa tio n  a g a in s t  Hermione f o r  a d u l te ry  
w ith  P o lix en e s  -  he c la im s th a t  h e r  supposed i n f i d e l i t y  low ers h e r  
s o c ia l  ranlc. See: W int. I I . i .8 2 -8 7 .
As C aro lin e  Spurgeon n o te d , "Tlie id e a  o f  th e  r e l a t i v e  v a lu e  o f  th e  
two lo v e r s  them selves i s  c o n s ta n t ly  in  th e  minds o f b o th , each  avowing 
th a t  th e  o th e r  h a s  l o s t  h e a v i ly  in  th e  exchange."  See; C .Spurgeon, 
S h ak esp ea re ' s Im agery, op . c i t . , p p .2$6-300.
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a p p re c ia te d  ( Cym. I I I . y . 7 0 -8 0 ,3 2 -3 5 .3 8 -4 1  i l l . v . ) «  The L ords a t  
Cymbeline* s c o u r t show rev e ren ce  to  C lo te n 's  fa ce  b u t lau g h  a t  him 
b eh in d  h i s  back  ( Cym. I . i i . l  f . ) .  S hakespeare p re s e n ts  th e  th r e e  good 
men who l i v e  in  th e  w ild e rn e ss  as im m ediately  showing t h e i r  rev e ren ce  
to  th e  gods by  e n te r in g  on s ta g e  and showing t h e i r  ob e isan ce  to  
heaven ( Cym. I I I . i i i . 7-9)*  A f te r  C lo ten  h as  been k i l l e d  by G u id e riu s , 
B e la r iu s  i n s i s t s  upon g iv in g  C lo ten  a b u r i a l  due h i s  s t a t i o n  a s  th e  
Q ueen 's  son ( Cym. I V . i i . 245-252). Cymbeline demands th a t  due rev e ren ce  
o f  law  be shown and condemns G u id e riu s  to  d e a th  f o r  h av in g  k i l l e d  
C lo ten  ( Cym.V .v .298- 299) » knowing f u l l y  w e ll th a t  G u id eriu s  h a s  saved  
h i s  l i f e .
There i s  a  r i g i d  adherence to  c o d if ie d  love ru n n in g  th rough  
Cym beline, a  fo llo w in g  o f  custom ary re v e re n c e , " th a t  an g el o f  th e  
w orld" ( a s  B e la r iu s  c a l l s  i t ,  Cym. I V . i l .2 4 9 ) ,  which c o u n te rb a la n c es  
th e  ap p a ren t breakdown o f  s o c ia l  and p sy ch o lo g ica l o rd e r .  Amid th e  
"co n fu sio n  o f th e  names and m anners o f  d i f f e r e n t  t im e s , and th e  
im p o s s ib i l i ty  o f th e  ev en ts"^^^  in  Cymbeline a s te a d y  observance o f  
r e s p e c t  i s  p a id  where r e s p e c t  i s  due . T h is i s  a n o th e r way in  which 
Shakespeare  u s e s  lo v e  a s  a  s t a b i l i s i n g  fo rc e  in  h i s  c r e a t io n  o f th e  
romance m u lt iv e rs e .
As n o ted  in  th e  l a s t  c h a p te r ,  how ever, th e re  i s  a  f a u l t  l i n e  
ru n n in g  th ro u g h  S h a k e sp e a re 's  d ram a tic  re a so n in g  in  Cymbeline in  h i s  
o v e r s t r e s s in g  th e  misogyny theme a t  th e  expense o f  smooth c h a r a c te r  
developm ent. But Shakespeare  com pensates f o r  t h i s  f a u l t  w ith  th e  
developm ent o f  Imogen. Em otion c r e a te s  c o n tin u ity  in  Cymbeline by 
b e in g  th e  m easure o f  what i s  t r u e .  Throughout Cymbeline Imogen i s  
th e  p l a y 's  to u ch sto n e  o f  em otional t r u t h ,  and th e re b y  e l i c i t s  from  
peop le  t h e i r  r e a l  i d e n t i t y .  As Symons n o te d , th e  s t r e n g th  o f  h e r
Johnson on S h ak esp ea re , op . c i t . , p .136.
(301)
p e r s o n a l i ty  depends t o t a l l y  on h e r  lo v e .^ ^ ^  When K ing Cymhelins 
f i n a l l y  re c o g n iz e s  th e  f o l l y  o f  h av in g  t r u s te d  h i s  b e w itch in g  Queen, 
he re p e n ts  o f h i s  f o l l y  by say in g  to  Imogen:
y e t ,  0 my dau g h ter!
That i t  was f o l l y  in  me thou  m ayst say .
And prove i t  in  th y  f e e l in g .
( Cym.V .v .66-68)
When Imogen chances upon h e r  b r o th e r s  in  W ales she e x c i t e s  them in to  an 
i n s t i n c t u a l  re c o g n it io n  o f what she i s  and what th ey  a r e ,  s ib l in g s  -  as 
A rv irag u s  say s : " I ' l l  lo v e  him a s  my b r o th e r . , .B r o th e r ,  s ta y  h e re . Are 
we n o t b ro th e r s ? "  ( Cym. I I I . v i . 7 1 5 I V . i i . 3 ) . When C aius L ucius comes 
upon h e r  w ith  th e  dead  C lo ten  v/hom she m is tak es  f o r  Posthum us, L ucius 
say s  o f h e r :  " th e  boy h a th  ta u g h t u s  manly d u t ie s "  ( Cym.IV . i i .
4 0 0 ) . Her lo v e  f o r  Posthumus e v e n tu a l ly  r e s u l t s  in  Posthumus f u l f i l l i n g  
th e  i d e n t i t y  su g g es ted  by  h i s  own name: th e  l io n - h e a r te d  son o f  h i s
f a t h e r ,  a genuine "L eo n a ti"  ( Cym.V . i .3 l ) «  And when th e  d a rk e r  
c h a r a c te r s  m eet h e r ,  th e  Queen, C lo ten , o r  lach im o, she i l lu m in a te s  
t h e i r  f e s t e r in g  s o u ls ,  t h e i r  f a l s e  c o u r te sy  and d e s t r u c t iv e  cunn ing . 
Whomever she m eets i s  moved by h e r ,  a  movement which th e n  le a d s  to  th e  
d e c is iv e  tu rn in g  p o in t  in  th e  play* s arrangem ent o f a c t io n  and 
c h a r a c te r s .
The fo rc e  o f lo v e  in  Cymbeline i s  p re se n te d  a s  a  power v h lch  i s  
n o t  o n ly  s t ro n g e r  th a n  re a so n  b u t i s  a lso  s tro n g e r  than  d e a th , which 
draws th e  a t t e n t io n  o f  Posthum us' p a re n ts  to  him from  beyond th e  g rave 
(C yra .V .iv .30- 9 2 ) ,  and c o n tin u e s  on in  th e  young lo v e rs  even a f t e r  th ey  
th in k  each o th e r  d ead . Love i s  a  power w hich, a s  Imogen sa y s , i s  
"beyond beyond" ( Cym.I I I . i i . 59 ). V.hen P o st humus a r r iv e s  in  B r i t a in  
and re c e iv e s  th e  h an d lesrch ie f supposed ly  b lo o d ie d  in  Imogen* s d e a th  
wounds, he p ro c la im s:
A. Symons, in  "Romeoand J u l i e t , "  in  The A p p rec ia tio n  o f Shskes"
p e a r e , ed . B.M. Wagner (W a sh in g to n ,! .C .: Georgetown U. P re s s ,  1 9 4 9 ), 
P.35&.
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SO 1*11 d ie
F o r th e e ,  0 Imogen, even f o r  whom my l i f e  
I s  ev ery  b re a th  a  d e a th . And th u s  unknown,
P i t i e d  n o r  h a te d , to  th e  fa c e  o f p e r i l  
M yself 1*11 d e d ic a te .
(C y m .v .i .25-29)
Imogen b e l ie v e s  th a t  h e r  lo v e  f o r  P o s t humus wd.ll n ev e r be recom pensed, 
t h a t  th e  o n ly  lo v e  v/hich can l iv e  in s id e  h e r  i s  f o r  someone who i s  
dead -  and th u s  she names h e r s e l f  " F id e le "  a s  someone t ru e  to  love 
beyond d e a th  ( Cym, I V . i i . 372-384).
T h is c o u n te rb a la n c in g  o f lo v e  and d e a th  in  S h a k e sp e a re 's  romances 
shows th e  playv/right*  s s tro n g  sense o f th e m a tic  c o u n te rp o s it io n in g . At 
an e a r l i e r  p o in t in  t h i s  s tu d y  Shakespeare* s-rom ances a s  a  whole were 
c i t e d  a s  th e  c u lm in a tin g  example o f h i s  a b i l i t y  a s  a  d ra m a tis t  to  com­
b in e  o p p o s ite  fo r c e s  in to  an o rg a n ic  w hole. When fo c u s in g  on the  theme 
o f  lo v e  in  th e  rom ances one f in d s  t h a t  i t  i s  c o n t in u a l ly  s e t  o f f  a g a in s t  
th e  theme o f d e a th . Love and d e a th  a re  b len d ed  in  c o n tr a s t  whenever 
someone must c o n fro n t th e  v i s i b l e ,  r e l a t e d ,  o r  fe a re d  d ea th  o f t h e i r  
b e lo v ed  (a s  w ith  P e r i c l e s ,  T h a isa  and M arina; Posthumus and Imogen; 
L eon tes and Hermione; Alonso and F e rd in a n d ) . In  th e  end , lo v e  h o ld s  
i t s  own a g a in s t  d e a th  as  a fo rc e  which p e r s i s t s  in  th e  in d iv id u a l  lo n g  
a f t e r  t h e i r  b e lo v ed  h as  " d ie d " ; w h ile  th e  r e tu r n  o f th e  b e lo v ed  from 
"d ea th "  s t r a n g e ly  a f f irm s  b o th  th e  v/onder o f love  and th e  h o r ro r  o f 
d e a th .
Thomas Mann o bserved  th a t  t h i s  form  o f c o u n te rp o s i t io n in g  lo v e  and 
d e a th  in  a  work o f a r t  i s  an e s p e c ia l ly  C la s s ic a l ,  o r  M ed iterranean  way 
o f a f f irm in g  th e  power o f d e a th  and y e t  re c o g n is in g  th e  s u p e r io r i ty  o f 
lo v e . In  th e  k in d  o f  b a lan ce  which Shakespeare e s ta b l is h e d  betw een lo v e  
and d e a th :
Love s ta n d s  opposed to  d e a th . I t  i s  lo v e , n o t 
reaso n  th a t  i s  s tro n g e r  th an  d e a th . Only lo v e , 
n o t r e a s o n , . g iv e s  sweet th o u g h ts . And from  love  
and sw eetness a lone  can form  come; form and 
c i v i l i z a t i o n ,  f r i e n d ly ,  e n lig h te n e d .
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t o a u t i f u l  human in te r c o u r s e .
Posthumus' love  f o r  h is  p a re n ts  b r in g s  on th e  v is io n  o f J u p i t e r  where­
in  he i s  shown th a t  "H is com forts  t h r i v e ,  h i s  t r i a l s  w ell a re  sp en t"  
( Cym.V. i v . 104) ,  and th a t  th e  love  o f J u p i t e r  w i l l  le a d  to  h i s  
reu n io n  w ith  h i s  b e lo v ed  Imogen. L a te r ,  ip. The W in te r 's  T a le , F lo r i z e l  
w i l l  p ro u d ly  c la im  th a t  he i s  a d v ise d  by love  r a th e r  th an  by rea so n  and 
" i f  my reaso n  /  W ill thereto be o b e d ie n t , I  have rea so n "  ( W int.IV . i i ,  
474-475) -  f o r  fo llo w in g  love  w i l l  le a d  to  th e  re ju v e n a tio n  o f 
P e r d i t a 's ,  L e o n te 's ,  C a m il l io 's ,  and h i s  own w orld  in  The W in te r 's  
T ale, "L ove 's  r e a s o n 's  w ith o u t r e a s o n ,"  ( Cym.IV . i . 2 2 ), and in  
S h ak esp eare ’ s romances i t  h a s  th e  power to  trium ph o v er d e a th .
The power of lo v e  a l lo w s ' C ym beline 's  kingdom to  k n i t  whole and 
sound, to e s ta b lish  i t s e l f  on a stronger fo o tin g  with Rome, and fo r  
Cymbeline to  r e u n i te  h i s  fa m ily . The l a s t  scene o f  Cym beline, t h a t  
" f i e r c e  abridgem ent" o f  love  in  which Cymbeline v/onders "Does th e  
w orld  go round" ( Cym.V .v .382,232) i s  p re s id e d  o v er by  a p r i e s t  of th e  
r u l i n g  gods, P h ila m o n u s , whose name means "Love o f Harmony". But 
th is  strong n o te  o f  f i n a l  harmony an d  fe llo w s h ip  has been ca refu lly  
c o u n te rb a la n c ed  and tem pered by  Shakespeare  b e fo reh an d  w ith  d ea th  and 
grim  d e t a i l s ,  by C lo ten*s d e c a p i ta t io n ,  Im ogen 's h o r r id  aw akening, 
and Posthum us' d e a th  c e l l  d e s p a ir .  In  romance "one must have th e  
o th e r  h a lf  o f  th e  s to r y ,  th e  o th e r  s id e "  o f  d a ik n ess  and d e a th .
F o r lo v e  b r in g s  form  only " in  s i l e n t  re c o g n itio n  o f  th e  b lo o d  
s a c r i f i c e , "4^8 recognition  o f th e  h o r r o r  to  which love  a lo n e  can
Thomas Mann, Tne Magic Mou n ta in , (London: Penguin Books, 1976), 
t r a n s .  H .T. L ow e-P orte r, p .4 9 b T
Thomas Mann, The Magic M ountain , op. c i t . , p .495»
ib id .
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s ta n d  opposed.
Love in  The W inter*s Tale
The key  v;ord f o r  th e  ex p re ss io n  o f lo v e  in  The W inter* s T ale i s
" a f f e c t io n "  -  m eaning b o th  a  n a tu r a l  p ro p e n s ity  and a p a s s io n a te
d e s i r e ,  a  spontaneous in c l in a t io n  of th e  h e a r t  o r  s p i r i t ,  an em otional
e x p re ss io n  which i s  warm, im m ediate, and t o t a l . T h e  d e c is iv e
c o n f l i c t  w ith  which th e  p la y  b e g in s  i s  an i l l n e s s  o f  a f f e c t io n  in  th e  
c h a r a c te r  o f  K ing L eo n tes . As t h i s  i l l n e s s  b u i ld s  up to  an 
u n c o n tro l la b le  p i tc h  in  Act o n e , scene two o f  The W inter* s Tale 
L eon tes murmurs to  h im se lf  o f  th e  " in f e c t io n  o f my b r a in s  /  And 
h a rd e n in g  o f my brow s" due to  " A f f e c t i o n . . . / t h a ^  s ta b s  th e  c e n tre "  
and "com m unicat*st w ith  dream s" ( W int. I . i i . 145 -146 ,1 3 7 ,1 3 9 ). A f te r  th e  
e x tra v a g a n t c la im s made f o r  lo v e  in  Cym beline, Shakespeare i n i t i a l l y  
s te p s  back in  The W inter* s T ale and c o n te n ts  h im se lf  w ith  showing a 
b ad  case  o f sex  n au sea  in  " th a t  f a t a l  co u n try  S i c i l i a "  (W in t. I V . i i . 2 3 ) .
The open ing  c r i s i s  in  th e  W inter*s T ale i s  a  d ram a tic  r e p h ra s a l  
o f  th e  open ing  scen es  o f P e r ic le s  and Cymbeline in  w hich, in  n e g a tiv e  
r e a c t io n  to  lo v e , th e  p r o ta g o n is ts  a re  d r iv e n  f o r th  o u t o f th e  la n d  
th e y  have known in to  a  f u tu r e  o f  u n p re d ic ta b le  a d v e n tu re s . Leontes* 
s u b je c t iv e  m an ip u la tio n  o f th e  r e a l  w orld  by  th e  " c o a c tiv e  a r t "  ( W int. 
I . i i . 141) o f " th i s  d is e a s e d  o p in io n "  ( W int. I . i i . 2 9 7 )  o f h i s  a f f e c t io n  
tra n s fo rm s  th e  in n o c en t a c t i v i t i e s  o f h i s  w ife  and P o lix en es  
in to  th e  immoral d i s f ig u r a t io n s  o f  h i s  own dream s. Leontes* f u l l  
e x p re ss io n  o f h i s  r e p u ls io n  f o r  m ale-fem ale  a f f e c t io n ,  which f o r  him 
means a c o r r u p t ,  p a s s io n a te  d e s i r e ,  d is p e r s e s  h i s  c o u r t  and d r iv e s  h i s  
baby d au g h te r in to  th e  w orld  a s  an oi'phan. In  t h e i r  r e s p e c t iv e  romances
^  The word " a f f e c t io n "  i s  u sed  s ix  tim es in  W int. , once in  P e r . , 
th re e  tim es in  Cym. ,and  th re e  tim es in  F or more on the  word
" a f f e c t io n "  and i t s  usage th ro u g h o u t th e  romances o f  S h akespeare , seei 
A. Schm idt, S hakespeare L ex icon , o p .c i t . , p p .3-4 in  V o l .I .
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tlie  d e p a r tu re  o f P e r i c l e s ,  Posthumus L eonatus, Imogen and P e r d i ta  " s e t
up an e v e r - in c re a s in g  r o ll in g  and sequence o f  e v e n ts , o f which no man 
500can see  th e  end" u n t i l  th e  s u r p r is e  reu n io n  scen e . In  a l l  o f 
S h a k e sp e a re 's  rom ances, in c lu d in g  in  i t s  own way The Tempest, a love  
w hich i s  m isunderstood  o r  s u f f e r in g  c au se s" th e  sequence o f u n p re d ic t­
a b le  romance e v e n ts  to  b e g in .
In  Act one, scene two o f  The W in te r 's  Tale th e  co n cep tio n  i s  h e ld  
up  th a t  a y o u th fu l lo v e  may h e a l w h ile  an o ld e r  love  may d e s tro y . In  
term s o f  th e  d ram a tic  developm ent o f  th e  p la y  t h i s  id e a  o f a  h e a l in g , 
v i t a l  lo v e  i s  m ere ly  g lan ced  a t  in  th e  f i r s t  th re e  A cts and i s  
developed  in  g r e a te r  d e t a i l  b e g in n in g  v /ith  Act fo u r  and th e  r u r a l  
c e le b r a t io n  scen es . , The p o s i t iv e  a f f e c t io n  o f you th  i s  f i r s t  
a r t i c u l a t e d  when P o lix en e s  l i g h t l y  n o te s  th e  innocence and v i r t u e  o f 
c h i ld re n  in  c o n t r a s t  to  th e  g u i l t y  c o r ru p tio n s  o f  age ( 7 /in t. I . i i . 71- 75) * 
Soon t h e r e a f t e r  L eon tes  m easures h im se lf  a g a in s t  h i s  son M am illiu s , 
t r y in g  to  d i s t r a c t  h im se lf  from  h i s  own i l l n e s s  o f je a lo u sy  by th in k in g  
on t h i s  la d  who "w ith  h i s  v a ry in g  c h ild n e s s  ^ i g h ^  cure...in /S im ^ /  
Thoughts t h a t . . . t h i c k  b lood" ( W int. I . i i . 170-171). But M am illiu s ,
who i s  t r u l y  th e  l o s t  c h i ld  o f  The W in te r 's  T a le , can h e lp  n e i th e r  o f 
h i s  p a re n ts .  H is a tte m p ts  a t  a f f e c t io n  a re  c o n tin u a l ly  su p p ressed  by 
h i s  f a t h e r ' s  an g er th ro u g h o u t th e  f i r s t  th re e  A cts u n t i l  "w ith  mere 
c o n c e it  and f e a r  /  Of th e  Q ueen 's sp eed , i s  gone" to  d e a th
( Wint. I l l . i i .141-14 2 ) .
The aw ful d e a th  o f  M am illiu s , th e  d isap p earan ce  o f P e r d i t a ,  and th e  
a p p a re n t d ea th  o f Hermione a f t e r  L eon tes d e n ie s  th e  D elph ic  O r a c le 's  
judgem ent b r in g s  to  a  head a w orld  in  which a f f e c t io n  b re e d s  v io le n c e . 
I f  we th in k  o f The W in te r 's  Tale a s  a S i c i l i a n  rom ance, u s in g  th e  
co n cep t o f a  S i c i l i a n  tem peram ent n o t i n  th e  sense o f T h e o c r itu s '
Thomas Mann, Joseph & H is B r o th e r s , op . c i t . , p . 23-25.
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p le a s a n t ,  p a s to r a l  I d y ls  b u t in  th e  p o p u la r sense o f a  v io l e n t ,  h o t -
501tem pered and p a ss io n a te  n a tu r e ,^  th e n  th e  em otional developm ent o f  
Leontes* c o u r t w i l l  be l e s s  s u r p r is in g .  The o n ly  way in  which Leontes* 
em o tio n a l v io le n c e  i s  overcome in  The 7/inter* s Tale i s  by an e q u a lly  
h a rs h  em otiona l a s s a u l t  a g a in s t  h i s  s e n s i b i l i t i e s :  th e  d ea th  o f h i s  
so n , th e  d isap p ea ran ce  o f  h i s  baby d a u ^ t e r ,  and th e  c ru e l  s ix te e n  
y e a r  p e n ite n ce  which Hermione and P a u lin a  fo rc e  him to  undergo .
Once a  day f o r  s ix te e n  y e a r s  Hermione allow ed  L eon tes to  undergo 
what L eontes d e p re s s in g ly  speaks o f  a s  h is  " r e c r e a t io n "  ( 7 /in t. I I I . i i i .  
237) -  a  v i s i t  to  th e  ch ap e l where Hermione i s  supposed ly  b u r ie d  w ith  
M am illiu s . 7/hen one c o n s id e rs  Leontes* i n i t i a l  a c t  o f madness a g a in s t  
t h i s  s ix te e n  y e a r s  o f "shame p e rp e tu a l"  ( W int. I I I . i i i . 235)> i t  i s  h a rd  
to  d ecide  which ex p erien ce  i s  more h o r r ib le .  And th e  cause o f Leontes* 
t o r t u r e  i s  n o t o n ly  h i s  own g u i l t  and th e  w ilfu ln e s s  o f P a u lin a , b u t 
a  s t r a i n  o f c r u e l ty  in  th e  c h a r a c te r  o f  Hermione. She e x p re sse s  th e  
n a tu r a l  fu ry  o f  a m other rev en g in g  a m o r ta l ly  wounded c h i ld ,  compounded 
w ith  an e x c e s s iv e ly  p a s s io n a te  " S ic i l i a n "  n a tu r e .  I t  i s  perhaps 
d i f f i c u l t  f o r  th e  re a d e r  to  th in k  o f  Hermione in  n e g a tiv e  te rm s , y e t  h e r  
c r u e l  re sp o n se  to  h e r  h u sb an d 's  m e rc ile s s  a c t io n s  a t t e s t s  to  a  d a rk  
k in s h ip  betw een th e  s p i r i t s  o f L eon tes  and h i s  w ife . S hakespeare 
a l lu d e s  to  t h i s  k in s h ip ,  though n ev e r f u l l y  d e c la re s  i t ,  by  d ev e lo p in g  
in  The Winter* s T ale t h i s  b a lan c e  o f v en g e fu ln e ss  and revenge which th e  
ro y a l  couple i n f l i c t  upon one a n o th e r . And i t  i s  a  b a lan ce  which t i p s  
to  one s id e  a s  Cleomenes, one o f th e  Lords o f S i c i l i a ,  f i n a l l y  t e l l s  
L eo n te s : "you h a v e . . .p a id  down /  More p e n ite n ce  th an  done t r e s p a s s "  
(W in t .V .i ,3 -4 ) .
A lthough we te n d  to  th in k  o f t h i s  concep t a s  modern, S i c i l y  and 
S i c i l i a n s  had a  r e p u ta t io n  th ro u g h o u t Europe a s  f a r  back  as  th e  14 th  
c e n tu ry  f o r  b e in g  an e s p e c ia l ly  v io le n t  and h o t-tem p ered  people  F o r 
more on th e  t r a d i t i o n a l  n a tu re  of S i c i l i a n s ,  se e : Aldo R ecord, S i c i l i a  
(New York: I 968) .
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The iro n y  o f th e  m utual g r i e f  which i s  s u f fe re d  and i n f l i c t e d  hy 
L eon tes and Hermione i s  t h a t ,  a s  th e  p l a y 's  l a s t  scene w i l l  show, "This 
so rro w 's  h eav en ly ; /  I t  s t r i k e s  where i t  d o th  lo v e"  ( O th. V . i i . 21-22) -  
t h e i r  m utual sorrow  was caused  hy  and s h a l l  le a d  hack  to  an e x p re ss io n  
o f lo v e . N e v e r th e le s s , because o f  th e  s t i ia in s  o f  i l l n e s s  and c in ie lty  
shown by  L eo n te s , Hermione and P a u lin a  in  The W inter* s Tale i t  i s  in  
many ways the darkest o f the four romances. The admirsbleness o f these  
th r e e  c h a r a c te r s  rem ains q u e s t io n a b le , in  a l l  three of them t h e i r  
a f f e c t io n  d i s t o r t s  t h e i r  reaso n  in to  to r tu r in g  people  th e y  once lo v ed  
and t h e i r  a c t io n s  b o rd e r  on th e  g ro te sq u e .
The s h i f t  from  Act th re e  to  Act fo u r  in  The Winter* s Tale 
s i g n i f i e s  a change in  em o tiona l atmosphere from  one kind o f  a f f e c t io n  
to  a n o th e r , from " th in g s  d y in g . . . / t o /  th ings new-born" ( W int. I I I . l l l -  
1 1 2 ). Yet th e  d a rk e r ,  h a rd e r  em o tiona l e lem en ts  from  th e  f i r s t  th r e e  
A c ts  do b reak  th rough  in to  t h i s  b r ig h t e r  s e c t io n  o f The W inter*s T a le . 
P o lix e n e s  and C am illo  a re  i d e n t i f i e d  a s  men o f  w in te r  ( W int. I V . iv .7 S )  ^
and th e re  i s  th e  momentary su g g es tio n  o f an in c e s tu o u s  d e s ir e  in  
L eo n tes  f o r  P e r d i ta  (which P a u lin a  s h a rp ly  c o r r e c t s ,  W int. V . i . 223-227). 
The a f f e c t io n  v/hich dom inates A cts fo u r  and f iv e  o f  The Winter* s Tale 
i s  a r t i c u l a t e d  in  th e  d ia lo g u e s  betw een F lo r i z e l  and P e r d i ta  o r  when 
F l o r i z e l  defen d s h i s  lo v e  f o r  P e r d i t a .  F l o r i z e l ,  more so th a n  P e r d i t a ,  
i s  o b sessed  w ith  h i s  a f f e c t io n  and c la im s he would r a th e r  be h e i r  to  
h i s  lo v e  th a n  h e i r  to  the kingdom o f  Bohemia ( W int.IV .iv .4 7 3 )*
The main reason which one can give fo r  why F lo r iz e l i s  healthy  
and L eo n tes i s  s ic k ,  when b o th  a re  e q u a lly  p reo ccu p ied  v i t h  t h e i r  
a f f e c t io n  and fa n c y , i s  th e  d i f f e r e n t  women whom th e y  love  and th e  
d if f e r e n c e  betw een th e  s e n s i b i l i t i e s  o f y o u th  and th o se  o f a  m ature 
age in  The 7/inter* s T a le . The d ark  s t r a i n  in  the c h a r a c te r  o f Hermione 
h as  already been n o te d , w hereas P e r d i t a ,  l i k e  Imogen and M arina b e fo re  
her and l ik e  M iranda a f t e r  her, i s  f i l l e d  with a h e a l th y ,  l i f e - g i v i n g
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v i t a l i t y .  The c h a ra c te r s  o f P e r d i t a ,  Imogen and M arina (a lth o u g h  n o t
C A p
M iranda) "bring o u t th e  b e s t  in  p eo p le , p ro v id in g  s u p e r io r  q u a l i t i e s  
a re  th e re  to  be evoked. L eon tes c h a r a c te r  i s  marked by a m elancholy  
aw areness o f tim e , which he f e e l s  e s p e c ia l ly  when com paring h im se lf  to  
h i s  son ( W int. I . i i . I 5Q -I6O). P l o r i z e l  i s  v i r t u a l l y  drunk w ith  th e  
energy  and f u l l n e s s  o f h i s  y o u th fu l l i f e  and P e r d i ta  i s  h i s  
in to x ic a t io n .
The lo n g  Act f o u r ,  scene f o u r  o f The W inter*s T ale u n d e r l in e s  th e  
im p o rtan t r e la t io n s h ip  betw een th e  developm ent o f lo v e  in  S hakespeare*s 
rom ances and th e  c o u n s e llo r  f i g u r e .  The c o u n se llo r  f i g u r e s ,  H e lican u s  
and Cerimon in  P e r i c l e s ,  P is a n io  and B e la r iu s  in  Cym beline, C am illo in  
The Winter* s T a le , and Gonzalo in  The Tempes t , a re  re s p o n s ib le  f o r  
sa v in g  th e  l i v e s  o f th e  p ro ta g o n is ts  o r  le a d in g  them to  a  p lace  o f 
s a f e ty  from  where th e y  may re g a in  whomever o r  w hatever th e y  have l o s t .  
The lo v e  o f  th e  c o u n se llo r  f ig u r e s  f o r  th e  p ro ta g o n is ts  p ro v id es  
Shakespeare  w ith  a  te c h n ic a l  d ev ice  w ith  which he may move around h i s  
c h a r a c te r s  and th u s  u t i l i z e  love  in  y e t  a n o th e r  way a s  a  d i r e c t in g ,  
s t a b i l i z i n g  fo rc e  in  th e  romance m u lt iv e rs e . A ll th e  c o u n se llo rs  a re  
**true p r e s e r v e r / ^ "  ( a s  P ro sp è re  c a l l s  G o n z a lo ,T p .V .i.69)^^^ and 
w ith o u t t h e i r  k in d ly  a id  th e  p ro ta g o n is ts  p ro b ab ly  would have d ie d .^ ^ ^
502 M iranda i s  an ex cep tio n  h ere  because h e r  p r i s t i n e  innocence te n d s  
to  b l in d  h e r  e v a lu a tio n  o f p e o p le , a s  in  h e r  ”0 b rave  new w orld" speech  
which P rospero  m o d ifies  w ith  " 'T i s  new to  th e e " .
W int. I V . iv . 378 where P l o r i z e l  c a l l s  C am illo  " P re se rv e r  o f  my 
f a t h e r ,  now o f me"; Cvm.V . i i i . 5 8  where B e la r iu s  i s  i d e n t i f i e d  as  a  man 
who " P re s e r v 'd  th e  B r i to n s ."
The e q u iv a le n t c o u n s e llo r  f ig u r e s  in  th e  Odyssey would be 
Odysseus* p a tro n  d iv in i ty  A thene, and to  a  l e s s e r  degree Hermes, and 
the p ro p h e t T h o rs i te s  in  H ades. A c o u n s e l lo r 's  ro le  i s  a lso  tak en  a t  
tim es  by th e  goddess D iana in  P e r ic le s  ( in  P e r ic le s*  dream o f D ian a ) , 
b y  J u p i t e r  in  Cymbeline ( in  Posthum us' v is io n  o f  J u p i t e r ) ,  and by 
Hermione in  The W inter*s Tale ( i n  Antigonus* dream v is io n  o f h e r ) .
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S hakespeare d evelops th e  theme o f t r u e  love  v e rsu s  f a l s e  lo v e  in  . 
The W inter*s Tale in  a  way which i s  new f o r  th e  romances and which 
p r e f ig u r e s  h i s  use  o f  th e  theme o f love  in  The Tempest. When P e r ic le s  
and Cymbeline ended, th e  f a l s e  lo v e r s  and d is se m b le rs  were removed by
y
d e a th  o r  a l t e r e d  by  fo rg iv e n e s s ;  A n tiochus and h i s  d a u g h te r , Dionyza
o f  Thar su s , th e  Queen and C lo ten  were e ra d ic a te d ,  w hile  lachim o was
changed in to  a  new man. But in  The W inter*s Tale t he d a rk e r
e x p re s s io n s  o f  em otion have a v i t a l i t y  and a  c o n t in u i ty  which p e r s i s t
th ro u g h o u t th e  p la y . Two th i r d s  o f The Winter* s  T ale i s  devo ted  to  th e
d is r u p t io n s  caused  by Leontes* i l l n e s s  o f  a f f e c t io n ,  th e  o n ly  genuine
d e a th  o f an in n o cen t c h a r a c te r  in  a l l  f o u r  o f th e  rom ances ta k e s  p lace
in  Act th re e  w ith  the d e a th  o f M am illiu s , w h ile  th ro u g h o u t the l a s t
two A cts -  a l t h o u ^  a  new and p o s i t iv e  form  o f  love  blossom s -  th e
d a rk e r  form s o f lo v e  s l i p  i n .  In  a d d i t io n  to  Leontes* s ix te e n  y e a r
p e n ite n c e  and th e  o th e r  exam ples a lre a d y  n o te d , th e re  i s  Po lixenes*
shock ing  d i s t o r t i o n  o f P e rd i ta  a t  th e  end o f h e r  tr iu m p h a l r u r a l
f e s t i v i t y  scene as  a  "fresh p iece  /  Of e x c e l le n t  w i t c h c r a f t . . .
enchantm ent" ( W int. I V . i v .4 1 4 -4 1 5 ,4 2 6 ). The immoral f ig u r e  o f
A u to lycus who m isuses rev e ren ce  f o r  s o c ia l  s t a t u s  o r  p i ty  f o r  th e
dovmtrodden to  h i s  om i c o rru p t advantage i s  c a r r ie d  th ro u g h  to  th e
p l a y 's  end ing  unchanged, h av in g  been  u sed  b y  Shakespeare to  e s t a b l i s h
an extrem e b a lan c e  o f  th e m a tic  o p p o s ite s  re g a rd in g  love  and h o n e s ty ,
505s p i te f u ln e s s  and d ish o n e s ty  tow ards th e  end o f  Act four."^ Thus when 
The W inter* s Tale ends a l l  th e  e v i l  fo r c e s  have n o t been  removed o r
^ ^ Towards th e  end o f  Act f o u r ,  a f t e r  P lo r iz e l* s  p a s s io n a te  
e x p la n a tio n  o f  how he s h a l l  be o b e d ien t to  t r u e  love  and how he s h a l l  
f u l f i l l  h i s  vow o f m arriage  to  P e r d i t a  because he "needs must th in k  
i t  h o n esty "  ( W int. IV♦i v .479) -  A u to lycus comes lau g h in g  on s tag e  
w ith :
H a,ha! what a  fo o l  H onesty  i s !  and T ru s t ,  h i s  sworn 
brother, a very sim ple gentlem an!
(W in t . I Y . l v . 587- 5 8 9 )
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n e g a te d , and t r u e ,  v ir tu o u s  lo v e  does n o t have a p e r f e c t  triu m p h . This 
k in d  o f  am bigu ity  w i l l  be ex tended  even f u r th e r  a t  th e  end o f The 
Tem pest.
A ll  o f S h a k e sp e a re 's  rom ances a re  e s p e c ia l ly  r i c h  in  th e  th em a tic  
i n t e r l a c in g  o f i l l u s o r y  form s o f lo v e , a tech n iq u e  which re a ch e s  i t s  
t h e a t r i c a l  peak in  th e  l a s t  scene o f The W in te r 's  T a le . In  
Shakespeare's romances love may be experienced as g r ie f  or joy , 
h a te f u ln e s s  o r  th o u g h tfu ln e s s , m en ta l an g u ish  o r  p h y s ic a l  p le a s u re .
But th e  a u th e n t ic i t y  o f th e  form  of lo v e  which i s  ex p e rien ced  w i l l  n o t 
be p roved  u n t i l  th e  play* s end ing  when th e  manner in  which love  was 
b e in g  e x p e rien ced  i s  o f te n  tu rn e d  on i t s  head. Thus P e r ic le s  g r a te f u l ly  
d is c o v e rs  th a t  h i s  true g r ie f  f o r  Thai sa and M arina was w ith o u t c au se , 
Cymbeline le a r n s  t h a t  th e  Queen* s lo v e  was r e a lly  hatred, o r  Alonso 
le a r n s  th a t  he h a s  " c u r s * d .. .w ith o u t cause" (T p .V .i .l7 9 )»  F o r th e  
d u ra t io n  o f each  o f  th e  fo u r  rom ances th e re  i s  a p l u r a l i t y  o f  true and 
f a l s e  e x p re ss io n s  o f  lo v e , th e  extrem e n a tu re  o f w hich, in  a l l  b u t 
The Tem pest, i s  commingled w ith  th e  a c tu a l  p resence  o f  d e a th . T h is 
theme of the authentic and the i l lu s o r y , of true and fa lsa  emotions 
i s  m ost f u l l y  e x p lo i te d  in  th e  d e a th  and r e v iv a l  scenes in  th e  romances: 
T h a is a 's  "d ea th "  scene and th e  scene o f P e r ic le s  and M a rin a 's  m utual 
re co v e ry  in  P e r i c l e s , Im ogen 's "d ea th "  scene in  Cymbeline, Hermione*s 
s t a tu s  scene in  The Winter* s T a le , and th e  scene o f Alonso and 
Ferdinand* s m utual recovery i n  The Tem pest.
Shakespeare c a re fu lly  e s ta b lish es  th e - a u th e n t ic i t y  of T h a is a 's  
d e a th  scene in  P e r i c l e s . The te n d e rn e s s  and s t r e n g th  o f P e r ic le s*  
language makes th e  aud ience  f e e l ,  a lo n g  w ith  th e  d ram atic  urgency 
o f th e  scen e , t h a t  h i s  w ife  T h a isa  has  a c tu a l ly  d ie d . Her r e tu r n  to  
l i f e  w ith  th e  a id  o f  Cerimon i s  a l l  th e  more m iracu lo u s  a f t e r  
Shakespeare  c r e a te d  th is  em otional v a l i d i t y  in  the a u d ie n c e 's  
s e n s i b i l i t i e s .  But Shakespeare th e n  moves away from t h i s  tech n iq u e  and
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w ith  each  succeed ing  d ea th  o r  r e v iv a l  scene in  h i s  rom ances th e  
aud ience  i s  in form ed  o f  th e  "beh ind  th e  scen es"  a c t io n  -  so t h a t  we a re  
p re p a red  ( a l t h o u ^  th e  c h a r a c te r s  a re  n o t)  f o r  th e  f a l s i t y  o f each 
" d e a th " , o r  th e  i n e v i t a b i l i t y  o f th e  r e c o v e r ie s .  With Hermione*s 
r e tu r n  in  th e  s ta tu e  scene in  The W inter*s Tale Shakespeare moves back  
in  a  more am bitious fa sh io n  to  c re a te  an a u th e n t ic  em otional ex p erien ce  
o f lo v e , to  c re a te  an ex p erien ce  o f love  f o r  th e  aud ience  which i s  a s  
a u th e n t ic  a s  th e  ex p erien ce  which th e  c h a r a c te r s  in  th e  p lay  must h av e .
Our ex p erien ce  o f Act f i v e , scene th re e  o f The Winter* s Tale 
p iv o ts  on th e  em otional shock which r e g i s t e r s  f a s t e r  and d eep e r th a n  
re a so n  o r  lo g ic  co u ld  a llo w . The aud ience  f in d s  i t s e l f  hav in g  an 
im m ediate com prehension -  "My God! She*s a l iv e ! "  -  w ith o u t a c tu a l ly  
th in k in g  o u t th e  re c o g n it io n .  When Hermione s te p s  down from th e  
p e d e s ta l  d i r e c t l y  a f t e r  P a u lin a  say s :
S t i r ;  nay , come away.
B equeath  to  d e a th  your num bness, f o r  from  him 
D ear l i f e  redeem s you.
( W int. Y . i l l . 101- 103) 
We'Bee and f e e l  "Dear l i f e "  triu m p h in g  o v e r d e a th , we know w ith o u t 
lo g ic a l  cause th a t  lo v e  s ta n d s  opposed to  d e a th  and lo v e  i s  s tro n g e r  
th a n  d e a th . Even t h o u ^  th e  knowledge v/hich we gained  in  t h i s  
e x p e rien ce  may fa d e  Shakespeare h as  succeeded in  g iv in g  u s  a sense o f  
l o v e 's  power, a  r e c o g n it io n  o f som ething we know and cannot l o g i c a l ly
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nom inate which may g ive  form to  a r t  and b r in g  o rd e r  to  l i f o . ^
Love in  The Tempest
The Tempest b r in g s  love  down to  e a r th  in  a  way which Shakespeare 
had  been d ev e lo p in g  s in c e  P e r i c l e s . Shakespeare g ra d u a lly  re c o n c ile d  
th e  ad v erse  e x p re ss io n s  o f human em otion th roughou t h i s  romances by 
b r in g in g  th e  d a rk e r  c h a r a c te r s  c lo s e r  to  th e  c i r c l e  o f r e c o n c i l i a t io n  
and th e  trium ph o f  love  in  each  p la y . In  P e r ic le s  A ntiochus and h i s  
d a u g h te r  were d e s tro y ed  by  Act tw c, scene f o u r ,  a l t h o u ^  L ionyza and 
Cleon were removed o n ly  a f t e r  P e r ic le s  and h i s  fa m ily  had  been  re u n i te d  
(w ith  Gower conveying  th e  news in  th e  E p ilogue o f Cleon and Lionyza* s 
j u s t  pun ishm ent, P e r .E p i l .9 6 -1 0 1 ) . In  Cymbeline C lo ten  l in g e re d  on 
u n t i l  Act f o u r ,  scene tw o, and th e  d e a th  o f h i s  m other, th e  Queen, was 
saved  u n t i l  Act f i v e ,  scene f i v e ,  th e  p l a y 's  l a s t  scen e . In  a d d i t io n ,  
lach im o , th e  " I t a l i a n  f i e n d . . .E g reg io u s  m urderer, t h i e f ,  a n y th in g  /  
T h a t 's  due to  a l l  th e  v i l l a i n s  p a s t"  ( Cym.V .v .210-212) was pardoned by 
Posthumus in  o rd e r  t h a t  he may "Live /  And d e a l w ith  o th e r s  b e t t e r "  
( Cym.V .v ,419- 420) .  We have j u s t  rev iew ed  th e  developm ent o f t h i s  theme
As H elen F a u c i t ,  Lady M a rtin , s a id  o f Act f i v e ,  scene th re e  o f 
The W in te r 's  T a le : " th e re  i s  som ething about i t .  beyond th e  re a ch  o f 
a r t . . . / a /  say in g  [ p ^  th in g s  u n u t te r a b le " .  See: S hak esp eare : The Winter* s 
T ale  -  A Casebook, ed.K .M uir (London: M acmillan & C o .L td .,1 9 6 B ),p p .4 5 -5 0 , 
"H elen F a u c i t ,  Lady M a r tin ,"  above quote p p .47-48.
I t  shou ld  a ls o  be n o ted  th a t  in  th e  p reced in g  quote from  The 
W inter* s T ale I 'v e  in te r p r e te d  th e  arrangem ent o f l i n e s  d i f f e r e n t l y  from 
t h e i r  u s u a l arrangem en t. E d i to r s  o f W int. u s u a l ly  have Hermione 
descen d in g  d i r e c t l y  a f t e r  P a u lin a  says "You p e rce iv e  she s t i r s "  ( l i n e  
103 , second h a l f ) .  S ince th e re  i s  no s tag e  d i r e c t io n  a t  t h i s  p o in t in  
the o r ig in a l  o f W int. in  th e  f o l i o  o f 1623, I 'v e  tak en  "You p e rc e iv e  she 
s t i r s "  to  be spoken d i r e c t l y  a f t e r  Hermione s te p s  dovm from th e  
p e d e s ta l  in  o rd e r  to  c r e a te  th e  maximum f r i s s o n  in  the  aud ience 
ex p e rien c e  o f t h i s  scene -  in s te a d  o f p re p a rin g  them b e fo re -h a n d  and 
dampening th e  shock a s  th e  c u r re n t  arrangem ent does. See, f o r  com parison 
th e  A lexander t e x t  a s  q u o ted , p .412; W .Shakespeare, W int.ed.F.K erm ode ' 
(Hew York: Hew American L ib r a r y ,1 9 7 4 ), p . 1515 W. S h akespeare , W int. ed , 
E .S ch an zer (London: P en g u in ,1969) ,  p.159* See: The F i r s t  F o lio  1623, 
ed . H. S tau n to n , op. c i t . , p . 302.
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in  The W inter*s Tale and have seen th a t  th e  d a rk e r  e lem en ts n o t o n ly  
co n tin u e  on u n t i l  th e  p la y 's  l a s t  scen e , may even he overlooked  and 
p ro sp e r  ( a s  w ith  A u to ly c u s) , h u t th e  p e r s o n a l i t i e s  o f L eo n tes , Hermione, 
and P a u lin a  c o n ta in  p e r s i s t e n t  s t r a in s  o f c r u e l ty  and s u f f e r in g .
F in a l ly  w ith  The Tempest we have a  rom ance^in which th e  m a jo r ity  o f th e  
c h a r a c te r s  a re  n e i th e r  reform ed n o r  a c t iv e ly  p a r t i c ip a te  in  a  f i n a l  
re u n io n  o f lo v e .
A s p e c ia l  to le ra n c e  and a  s p i r i t  o f  a l l - in c lu s iv e n e s s  marks 
S h a k e sp e a re 's  u se  o f  a  fo r g iv in g  love  in  The Tem pest, and m arks i t  o f f  
from  th e  s h a rp ly  d is t in g u is h e d  form s o f lo v e  in  P e r i c l e s , th e  co n fu sed , 
in a c c u ra te  lo v e s  o f Cym beline, and th e  r i c h  a f f e c t io n s  of The W in te r 's  
T a le . The c e n t r a l ,  p o s i t iv e  fem in ine  c h a ra c te r  in  S h a k e sp e a re 's  l a s t  
rom ance, M iranda, i s  no lo n g e r  a  to u ch sto n e  f ig u r e  capab le  o f t e l l i n g  
th e  t r u e  from  th e  f a l s e .  When M iranda m eets th e  f u l l  complement o f 
w anderers in  Act f i v e ,  scene one o f The Tempest th ey  a re  a l l  th e  same 
to  h e r ,  a l l  " b e a u te o u s .. . goodly c r e a tu r e s .  . . ^ f  b rave  new w orld" 
( T £ .V . i . l8 3 , l8 2 ) .  She i s  in c ap a b le  o f  d is t in g u is h in g  th e  would-be 
f r a t r i c i d e s  S e b a s tia n  and A ntonio from  th e  re p e n ta n t K ing A lo n s o ..
A ll  o f lo v e 's  power to  d i s t in g u is h  th e  t ru e 'f ro m  th e  f a l s e  i s  now 
c o n c e n tra te d  in  th e  "god o f power" ( T |) . I . i i . l O )  P ro sp e ro .
In  The Tempest P rospero  r e g u la te s  th e  w inning o f love in  a  v/ay 
which Shakespeare  had e a r l i e r  re s e rv e d  f o r  J u p i t e r .  As J u p i t e r  n o te d  
in  Cymbeline from  above P o st humus' d e a th  c e l l :  "iVhom b e s t  I  love  I  
c ro s s ;  to  make my g i f t ,  /  The more d e lay ed , d e lig h te d "  ( C\m.V .iv ,1 0 1 -  
1 0 2 ); so P ro sp ero  rem arks o f th e  love  betw een F e rd in an d  and M iranda:
b u t  t h i s  s w if t  b u s in e s s  
I  must uneasy  make, l e s t  to o  l i g h t  w inning 
Make th e  p r iz e  l i g h t .
( T ^ . I . i i . 450- 452)
Love i s  earn ed  and renewed by s u f f e r in g  in  S h a k e sp e a re 's  rom ances.
I t  i s  d isp en se d  as  a rew ard  to  hom eless, v ir tu o u s  c h a r a c te r s  who 
a p p re c ia te  i t s  w orth  because th ey  Imow what i t  means to  l iv e  w ith o u t
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lo v e . And, in  agreem ent w ith  th e  more p r a c t i c a l  n a tu re  o f Tlie Tem pest, 
F e rd in an d  does n o t have to  save th e  l i f e  o f a  k in g  in  b a t t l e  o r  s u f f e r  
d e a th - c e l l  d i s p a i r  in  o rd e r  to  ea rn  h i s  love  -  he must move thousands 
o f  lo g s .
The Tempest i s  s t r i c t l y  o rd e re d  by  lo v e . P rospero  "weighs tim e /  
Even to  th e  u tm ost g ra in "  ( H 5 . I I . i v . l 3 7 “338), and even though he s l i p s  
in  h i s  c a lc u la t io n s  on one o ccas io n  (T p .IV .i . l3 9  f . ) ,  he i s  do ing  h i s  
u tm o st to  o rd e r  th e  a f te rn o o n 's  e v en ts  in  te rm s o f a v ir tu o u s  lo v e .
Even The Tempe s t ' s f i r s t  scene i s  u l t im a te ly  an e x p re ss io n  o f lo v e , 
b e in g  th e  f i r s t  s tag e  in  P ro sp ero * s m agical o rd e a l which w i l l  le a d  to  
h i s  judgem ent and fo rg iv e n e s s  o f A lonso , S e b a s tia n , and A nton io . Each 
s te p  a lo n g  th e  way i s  c a lc u la te d  to  awaken lo v e , from  M iran d a 's  
o b e d ie n t a t t e n t io n  o f  Act tw o, scene two, to  th e  love  a t  f i r s t  s ig h t  
betw een F e rd in an d  and M iranda, and G o n za lo 's  a t te n t iv e n e s s  to  p re se rv e  
th e  K ing o f M aples.
A r ie l  and C aliban  a re  such a  dichotom y w ith  re g a rd s  to  em otion
t h a t  th e y  a re  even f u r t h e r  a p a r t  th an  th e  L iana  and P r ia p u s  d u a l i ty
o f  P e r i c l e s . A r ie l  adm its  t h a t  he h a s  no f e e l in g s  ( a l t h o u ^  P rospero
say s  he h as "a  to u c h ,"  T o .V .i ,1 7 -2 1 ) , w hile  th e  " d e m i- d e v i l . . .b a s ta r d
. . . t h i n g  o f d a rk n e s s ^ (T p .V .i .272- 273) C aliban  f e e l s  l i t t l e  more th a n  an 
507an im al in  rut.*^ A r ie l  and C aliban  co u n te rb a lan ce  and h e ig h te n  th e  
em o tio n a l sphere  o f t h e i r  human com plem ents; A r ie l  u n d e r l in e s  th e  c o ld  
d is ta n c e  o f P ro sp e ro , C aliban  h e lp s  to  b r in g  ou t th e  r u th l e s s ,  e v i l  
n a tu re  o f S téphane, T r in c u lo , and A nton io . Vfhat A r ie l  and C aliban  add 
to  th e  em otiona l dim ension o f The Tempest i s  an expansion  o f th e  
s e n s i t i v i t i e s  which n a tu r a l ly  b e lo n g  to  t h e i r  f u l l y  human c o u n te rp a r ts .
^ And to  im agine t h a t  C aliban  v d l l  e v e n tu a lly  re fo rm  i s  a s  f a r ­
f e tc h e d  a s  im ag in ing  th a t  A ntonio v / i l l  re fo rm . C a lib an ’ s " I ' l l  be w ise 
h e r e a f t e r  /  And seek  f o r  g race"  ( T o . i . 294-295) i s  p a th e t ic .  W ith who o r  
what i s  C aliban  going  to  seek  fo r"”h is  g ra c e , w ith  ro ck s  and g ra s s?  
Everybody w i l l  be gone by th e  tim e he wakes u p .
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Neither o f them lo v e , b o th  o f them g ive  s e r v i tu d e ,  and a lth o u g h  
P ro sp ero  lo v e s  A r ie l  d e a r ly  ( T p .I I I . i i i ,48-49) -  A rie l  can e x p re ss  no 
words o f lo v e  in  r e tu r n .
At th e  same tim e a s  P rospero  i s  o rd e r in g  th e  Tempest w ith  love  he 
i s  p u n ish in g  th e  t r a v e l l e r s  from  M aples and M ilan because he i s  
o ffen d ed  by t h e i r  "h ig h  v/rongs" (T p .V .i .2 5 ) : S e b a s t ia n 's  co n sp irac y  
a g a in s t  h i s  own b r o th e r ,  A lo n so 's  c o o p e ra tin g  v /ith  Antonio to remove 
P ro sp ero  from M ilan , and , w orst of a l l ,  A n to n io 's  u s u rp a tio n  o f th e  
. Dukedom o f  M ilan and h i s  a ttem p ted  m urder o f  h i s  b ro th e r  P ro sp ero  and 
h i s  n ie c e  M iranda. L ike Hermione in  The W in te r 's  T a le , B e la r iu s  in  
Cym beline, and to  a l e s s e r  e x te n t  l i k e  Dionyza in  P e r i c l e s , P rospero  
b e l ie v e s  t h a t  h i s  lo v e  h a s  been wronged and he seeks to  pun ish  th o se  who 
have wronged him . Prospero* s punishm ent i s  v i r t u a l l y  h a rm less  and , w ith  
th e  ex ce p tio n  o f A lonso, accom plishes l i t t l e .  He seeks v i r t u e  and n o t 
vengeance, and in  t h i s  r e s p e c t  (a s  a person  who h as  sp en t y e a rs  
s u f f e r in g  because o f a  d i s to r t e d  lo v e ) ,  he i s  a l to g e th e r  un ique  in  
S h a k e sp e a re 's  rom ances.
A lthough e a r ly  in The Tempest P ro sp e ro  blam es h im se lf  for  awaken­
in g  an e v i l  nature in h i s  b ro th e r  ( T p .I . i i .8 9 - 9 3 ) »  when he actually  
c o n fro n ts  A ntonio he alm ost s p i t s  ou t h i s  words o f fo rg iv e n e s s .  The 
vehemence o f P r o s p e ro 's  language v/hen speak ing  to  A ntonio (T p .V .i .7 5 -  
79)130-134) shows that P rospero  i s  f o r c in g  h im se lf  to  overcome a  deep 
re v u ls io n  f o r  h i s  own f l e s h  and b l o o d . T h r o u g h o u t  The Tempest 
Prospero expresses an iron ic attitude towards love, although tempering
And a s  W.H. Auden n o ted  in  h i s  poem "The S u p p o rtin g  C ast S o tto  
Voce" A ntonio regards P ro sp ero * s fo rg iv e n e s s  a s  l i t t l e  more than a 
tem porary  arrangem en t. F o r more on A uden 's poem, see Appendix iv  “ o f 
t h i s  t h e s i s :  "The B ass U ndertone: W.H, A uden's F in a l  A ssessm ent of 
The Tem pest."  W.H. Auden makes a com pelling  argument in  t h i s  poem f o r  
re a d in g  A ntonio  as  the power o f n a tu re  which P rospero  (and  Shakes­
p e a re )  h a s  alw ays wanted to  c o n t r o l ,  n ev e r s h a l l  be ab le  to  c o n tro l  
to  h i s  ovm s a t i s f a c t i o n ,  and which w ill alw ays cause him to  be the 
m agician  o r  the a r t i s t .S e e :  p p .365-375#
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lo v e  w ith  iro n y  does n o t b eg in  in  S h a k e sp e a re 's  romances w ith  The 
Tem pest. Lysimachus met h i s  f u tu r e  w ife , th e  c h a s te  M arina, w hile  
s e a rc h in g  f o r  a  w hore. Posthumus o n ly  d isco v e red  th e  d ep th  o f h i s  love  
f o r  Imogen a f t e r  ta k in g  h e r  f o r  a  s l u t .  Leontes* f i r s t  th o u g h ts  on 
se e in g  P e r d i ta  were c o lo u red  by h i s  s ic k  a f f e c t io n .  T/hat i s  e s p e c ia l ly  
rem arkab le  in  P ro sp ero * s am bivalen t a t t i t u d e  tow ards lo v e  i s  t h a t  he 
can overcome h i s  n e g a tiv e  f e e l in g s  and a c t  in  accordance w ith  a  power 
whose n a tu re  he does n o t a l to g e th e r  t r u s t .
P ro sp e ro * s  love  i s  an accep tan ce  o f th in g s  as th e y  r e a l l y  a r e .
He would have im proved a l l  " th re e  men o f  s in "  ( T p . I I I . i i i . 5 3 )  w ith  h i s  
m ag ical d e v ic e s , b u t he a c c e p ts  th e  r e s u l t s  o f A lo n so 's  un ique  
re p e n ta n c e . P rospero  i s  a  man who can no lo n g e r  be s u rp r is e d  by  th e  
jo y  o f  lo v e  ( a s  he adm its  ^ . I l l . i . 92-93)* H is spontaneous a p p ra is a l  
o f  lo v e 's  in c e p t io n  in  h i s  own d a u g h te r  i s  to  see h e r  as  one o f 
n a t u r e 's  lo w est and most re p u ls iv e  a n im a ls , say ing  "Poor worm, thou 
a r t  in f e c te d "  ( T p . I I I . i . 3 l ) .  L ikew ise P rospero*s a t t i t u d e  tow ards 
v i r g i n i t y ,  a  to p ic  c e n t r a l  to  th e  theme o f love th roughou t S h a k e sp e a re 's  
rom ances, i s  most p rag m a tic . In d eed , in  The Tempest we f in d  th e  
c l e a r e s t  and most e x p l i c i t  e x p la n a tio n  g iven  fo r  th e  im portance o f  
v i r g i n i t y  in  th e  rom ances. T h is comes when F erd inand  g iv e s  th e  th re e  
re a so n s  why he s h a l l  fo llo w  P ro sp ero * s v e ry  s tro n g  w arn ing  n o t to  b re a k  
M ira n d a 's  " v irg in -k n o t"  ( T p .I V . i . l 5 )  u n t i l  they  a re  m a rried : f o r  
re a so n s  o f p r o s p e r i ty ,  s t a t u s ,  and p h y s ic a l p le a s u re . As F e rd in an d  
says:
As I  hope
F o r q u ie t  d ay s , f a i r  i s s u e ,  and long  l i f e  
W ith such lo v e  as  ' t i s  now%. .
l^ J  s h a l l  n ev er m elt 
Mine honour in to  l u s t ,  to  tak e  away 
The edge o f  t h a t  day’ s c e le b r a t io n .
( ^ . i v . i . 23-25 , 27-29)
P re s e rv in g  M ira n d a 's  v i r g i n i t y  u n t i l  th e  wedding n ig ^ t  i s  tak en  a s  th e  
c o r r e c t  way to  ensu re  th e  s p i r i t u a l  and p h y s ica l p r o s p e r i ty  o f t h e i r
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marriage, as a sure sign  of Ferdinand's high rank as the heir-apparent
to  th e  th ro n e  o f N aples, and a s  t h a t  which w i l l  sharpen h i s  a p p e t i te  on 
h is  wedding d a y . P r o s p e r o  cou ld  n o t ag ree  m ore, f o r  a s  he says in  
r e p ly  to  F e rd in an d ; " F a i r ly  spoke. /  S i t ,  th e n , and t a l k  w ith  h e r ;  she 
i s  th in e  own." ( T p.T V . i i i . 3 1 -3 2 ).
The Tempest i s  a romance which i s  an im ated  by a  r e a l i s t i c  approach  
to  lo v e , and t h i s  h e lp s  to  r e in fo r c e  th e  v e ry  wonder o f th e  rom ance.
At th e  source o f A r i e l 's  t r i c k s y  ways and th e  whole m agical com position  
■ o f sto rm s and sea -so rro w s l i e s  th e  problem  o f  a  man who has  been  away 
from  home f o r  a  lo n g  tim e and w ishes to  r e tu r n  in  th e  m orning:
to  N aples
Where I  have hops to  see th e  nuptial 
Of th e se  our d e a r -b e lo v 'd  so lem nized .
And th en ce  r e t i r e  to  my M ilan , where 
Every  t h i r d  th o u g h t s h a l l  be my g rav e .
(T £ .V .i .307- 311)
C onclusion
Love i s  u l t im a te ly  th e  most im p o rtan t b in d in g  fo rc e  in  S h a k e sp e a re 's  
rom ances, k n i t t i n g  to g e th e r  many o f  th e  o th e rw ise  i r r e c o n c i la b l e  and 
un ex p ec ted  e v e n ts  o f  h i s  romance m u lt iv e rs e . The fo rc e  o f  love  ex ten d s  
in to  ev ery  scen e , beyond d e a th  and "beyond beyond" a s  Imogen says 
( Cym. I I I . i i . 59) ,  encourages r e v iv a l  and grow th, and i n  i t s  d a rk e r  form s 
i s  th e  p re c u rso r  to  th e  d e a th  and d e s t r u c t io n  which th e  e v i l  dese rv e  and 
th e  good w i l l  overcome. The s p o n ta n e ity  o f love  h e ig h te n s  th e  u n p re d ic ­
t a b i l i t y  o f th e  romance s t r u c tu r e ,  w hile  a t  th e  same tim e i t  j u s t i f i e s  
the u n p red ic ta b ility . Shakespeare uses love as h is  p rincipal u n ify in g  
e lem ent of c a lc u la te d  u n c e r ta in ty ,  a s  a  fo rc e  which v d l l  e s t a b l i s h  and
^ The two key words h e re  a re  "m elt"  and "edge". Cf« Tim. I V . i i i . 254- 
256: " thou  w ouldst have p lu n g 'd  th y s e l f  /  In  g e n e ra l r i o t ,  m e lted  down 
th y  y o u th  /  In  d i f f e r e n t  beds o f l u s t " ;  and Hamlet I I I . i i . 243-244:
"Oph. 'You a re  k e en , my lo r d ,  you a re  k een . Ham. I t  would c o s t  you a 
g ro an in g  to  talce o f f  mine e d g e ."  See a l s o ,  A. Schm idt, Shakespeare 
L ex ico n , op . c i t . ,  p p .711-712 & 350» V o l .I ;  E . P a r t r id g e ,  S h a k e sp e a re 's  
Bawdy, o p . c i t . , p p .148, 9 8 .
(318)
k eep  going th e  a r t i f i c i a l  d issonance  o f P e r i c l e s , Cym beline, The 
W inter* s T ale and The Tempest. A lthough th e  a c t io n  in  any one o f  th e se  
rom ances may appear to  be d is p a r a te  a t  tim es and la c k in g  in  u n i ty ,  love  
i s  alv/ays p re s e n t a s  a  g u id e - l in e ,  a s  th e  i n v i s ib le  b u t e v e r -p re se n t 
fo rc e  draw ing th e  w anderer onwards and le a d in g  him back  home.
The p re v io u s  a n a ly s is  ten d ed  to  c o n c e n tra te  on th e  p r iv a te  r a th e r  
than the public aspects of love because Shakespeare understands love  
in  th e  romances as a  fo rc e  which b e g in s  with th e  in d iv idual and th en  i s  
tran sfo rm ed  in to  a s o c ia l  bond. As w ith  Homer in  th e  O dyssey, 
S hakespeare  re s o lv e s  h i s  romances w ith  th e  re co v e ry  o f  love  a s  a 
fa m ily  em otion . A lthough sex u a l p a ss io n  i s  at f i r s t  reg a rd ed  a s  a  
v e ry  am biguous, i f  n o t t o t a l l y  d e s t r u c t iv e  e lem en t, by  th e  tim e 
Shakespeare has developed the character o f Perdita he has reconciled  
p h i io s  w ith  e r o s , e s ta b l is h e d  a m iid le -g ro u n d  betw een c h a s t i ty  and 
v e n e ry . The d e s t r u c t iv e  a f f e c t io n s  do n o t d is a p p e a r , however, 
in te m p e ra te  L eon tes does n o t d ie  and C aliban  lo n g s  f o r  an o p p o rtu n ity  
to  rap e  M iranda. B ut i f  a  lo v e  i s  bound by  th e  s o c ia l  con v en tio n s  o f 
m a rr ia g e , and i f  th e  m aidens p re se rv e  t h e i r  v i r g i n i t y  u n t i l  t h e i r  
w edding, a form  o f lo v e  i s  c re a te d  which s ta n d s  a  f a i r  chance of  
p ro s p e r in g .
The in d e c e n c ie s , im p u r i t ie s ,  and s e x u a l-s e n su a l c o r ro s iv e s  of th e  
rom ances a re  o f f s e t  t h r o u ^ o u t  by th e  rem arkable p u r i ty  o f th e  h e ro in e s , 
T h is  p u r i ty  a c t s  a s  a  de fen se  a g a in s t  w o rld ly  c o r ru p tio n s  and , a s  w ith  
M arina in  th e  b ro th e l  in  P e r i c l e s , a s  a  p r iv a te  sign  of a r i s t o c r a t i c  
s u p e r io r i ty .  Sexual p u r i ty  i s  enorm ously im p o rtan t a s  an in d iv id u a l  
a c t  o f r e s i s ta n c e  a g a in s t  a  w orld  o f  p i r a t e s ,  w hores, b a n d i t s ,  r e b e l s ,  
a d u l t e r e r s ,  and v a r io u s  o th e r  m oral o u tc a s ts .  The o v e r a l l  s t r e s s  in  
S h a k e sp e a re 's  romances i s  on p re s e rv in g  and c o n se rv in g  sex u a l fo r c e s  
f o r  th e  good o f th e  in d iv id u a l  concerned . F in a l ly  th e  p u r i ty  o f  the 
h e ro in e s  su g g es ts  th e  p u r i ty  o f th e  u n f e r t i l i s e d  seed , l i f e  as  n a sc e n t
(319)
and h o p efu l because som ething e s s e n t i a l  h as  been p re se rv e d  a g a in s t  th e  
ra v a g in g  powers o f tim e and man. Renewal i s  p o s s ib le  when S h akespeare’ s 
rom ances end because  so much h a s  y e t  to  be b o m .
The argum ent o f  lo v e  in  S h a k e sp e a re 's ' romances i s  t h a t  peop le  a re  
t e s t e d  by l i f e  and judged by t h e i r  r e a c t io n s  to  t h e i r  s u f f e r in g s  a s  to  
w hether o r  n o t th e y  a re  w orthy o f lo v e . Love must be e a rn ed , o f te n  
a f t e r  i t  i s  d isc o v e re d  and n o t b e fo re .  S ince th e  e v e n ts  o f  l i f e  must 
o f n e c e s s i ty  b r in g  p a in  and s u f f e r in g ,  love  to o  s h a l l  s u f f e r .  The 
w anderers w i l l  e x p e rien ce  th e  many form s o f  good and e v i l ,  b u t a s  lo n g  
a s  th e y  do n o t g ive up hope and d i e ,  as  lo n g  a s  th e y  do n o t g ive  in  to  
e v i l  -  th e  way may be found and th e  goal w i l l  be ach iev ed . The romance 
e v e n ts  th em selves can b r in g  s p i r i t u a l  know ledge, p e rso n a l know ledge, o r  
th e  b e tte rm e n t o f th e  p ro ta g o n is ts ' s o c ie ty .  The p ro c e ss  of e v en ts  
which a re  undergone a re  c e r t a in l y  a s  im p o rtan t as th e  goal i t s e l f ;  
th e y  a re  u n p re d ic ta b le  and th e re fo re  evoke from  th e  w anderers th e  
im m ediate and t ru e  resp o n se  o f t h e i r  in n e r  n a tu re .  In  the  case  o f 
O dysseus and P rospero  th e  q u e s t does h o t end m erely  because th e  
romance h a s  ended. One c h a p te r  i s  o v e r w ith , one w orld  i s  l e f t  b eh in d  . 
-  b u t  th e  w i l l  to  lo v e , th e  w i l l  to  d is c o v e r , and th e  w i l l  to  charm 
rem ain .
(320)
IX General Conclusion to "Shakespeare & The Nature of Romance"
" T r a d i t io n . . . i n v o lv e s , . . t h e  h is to r ic a l s e n s e . . .  
a  p e rc e p tio n  n o t on ly  of th e  p a s tn e s s  o f th e  p a s t ,  
h u t o f i t s  presence  ^  a r e a l i s a t i o n ^ . . . t h a t  th e  
whole o f th e  l i t e r a t u r e  o f Da rope from Homer /o n -  
v / a r ^ . . . h a s  a s im u ltaneous e x is te n c e  and composes 
a s im u ltaneous o rd e r ."  c^q
-  T .S .E l io t ,  "T ra d itio n  & The In d iv id u a l  Talent"
One o f th e  main purposes o f t h i s  s tu d y  h as  been to  e s ta b l i s h  an 
a c c u ra te  d e f in i t io n  f o r  rom ance, a  genre which has long been w ith o u t a 
c le a r  d e f in i t io n ;  to  show th a t  th e  n a tu re  of th e  romance genre i s  
c h a r a c te r iz e d  by i t s  s y n c re t ic  f l u i d i t y ,  i t s  P ro tean  a b i l i t y  to  absorb  
d i v e r s i t i e s  and sy n th e s iz e  them in to  a l i t e r a r y  w hole. In  th e  p reced in g  
c h a p te rs  th e  n a tu re  o f romance was examined f i r s t  in  term s o f Homer* s 
Odyssey and then in  prominent H e lle n is t ic ,  m edieval, and continental 
re n a is s a n c e  works o f romance l i t e r a t u r e  in  o rd e r  to  o r ie n t  Shakespeare 
in  r e l a t i o n  to  th e  l i t e r a r y  t r a d i t i o n  which p reced es  h i s  use  o f  th e  form 
in  P e r i c l e s , Cym beline, The W inter*s Tale and The Tempest. The Odyssey 
p ro v id ed  u s  w ith  th e  in g re d ie n ts  which c h a r a c te r iz e  th e  form  o f romance. 
The H e l le n i s t i c  rom ances, the  main popular source o f C la s s ic a l  romance 
in  the age o f Shakespeare, reshaped the romance genre as estab lish ed  by 
Homer in to  som ething a t  once more tame and d is o rd e re d . The H e l le n i s t i c  
romances m a in ta in ed  th e  b a s ic  s t r u c t u r a l  p a t te r n  o f th e  romance 
m u ltiv e rs e  b u t o v e rin d u lg ed  in  e x tra n eo u s  n a r r a t iv e s  and d is p a r a te  
e v e n ts ,  and th e y  reduced th e  h e r o ic ,  adven turous s p i r i t  o f th e  genre 
in to  a sea rc h  by two young lo v e r s  f o r  s o c ia l  and p sy ch o lo g ica l 
secu r ity . S ir  Thomas Malory enlivened the form with the aggressive  
v a lu e s  o f male fe llo w s h ip  and th e  q u est f o r  in d iv id u a l i ty .  (And n o t 
u n t i l  Herman M e lv i l l e 's  Moby L ick  would romance again  be b lended  w ith  
tra g e d y  w ith  such f e l i c i t y .  ) Ludovico A rio s to  e n th u s i a s t i c a l l y  i n t e r -
T.S. E lio t ,  in S e le c te d  E ssays (London: Faber & Faber, 1932, 
rp t. 1972) ,  p . 14 .
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tw ined  most o f th e  k n ig h ts ,  l a d ie s  and w izards o f E urope, N orth  A fr ic a ,
and th e  O rie n t in  a  s tru g g le  to  a c q u ire  t h e i r  s e p a ra te  lo v e s , p re se rv e
o r  r e s t r u c tu r e  th e  e x i s t in g  s o c ie ty ,  and defend  th e  r e l ig io n  o f
Mahomet o r  th e  C h r is t ia n  God.
V/hen S hakespeare came to  th e  genre  o f romance th e  p o s s ib le
m a te r ia ls  which he could in c lu d e  in  h i s  romance dramas were v i r t u a l l y
l im it le s s .  His Elizabethan and Jacobean predecessors in  romance drama
ten d ed  to  make th e  m istak e  o f in c lu d in g  to o  much o r  too  l i t t l e  in  t h e i r
w orks, o r  o f n o t fin d in g  th e  r i g h t  d ram atic  b a lan ce  and th en  depending
on d id a c t ic is m  o r  to m fo o lery  to  save th e  play. One m easure o f a r t i s t i c
su cc e ss  in  a  romance i s  w hether o r  n o t a  v/ork p o sse sse s  th e  r i g h t
m easure o f intertw ined in g r e d ie n ts ,  w hether o r  n o t i t  p roduces th e
511"mixed p e r fe c te d  brew"*^ o f an e f f e c t iv e  romance m u lt iv e rs e . In h is
rom ances Shakespeare chose to  c o n c e n tra te  on a s e t  o f p ro ta g o n is ts  who
work t h e i r  way back  to  someone o r  some q u a l i ty  which they  had
p o sse sse d  e a r l i e r  in  t h e i r  l i f e .  C h a rac te r  developm ent had  to  be
m inim ized because  n a r r a t iv e  a c t io n  had to  be maximized w ith o u t
In frin gin g  on the sense of character con tin u ity . Thus P e r ic les  ends
when th e  p ro ta g o n is ts  are r e in s t a t e d  in  th e  o r ig in a l  r o le s  which th ey
512fo u g h t to  preser\»-e,'^ and th e  he ro  h im se lf  i s  h e ld  up a s  a f in e  
example of "V irtu e  p r e s e r v 'd  from f e l l  d e s t r u c t i o n 's  b l a s t "  ( P e r . V . i i i .  
E p i l . 89) -  p re s e rv e d , a s  Gower s a y s , and n o t developed . S im ila r ly  
Posthumus and Imogen come f u l l  c i r c l e  from t h e i r  a f f irm a tio n  o f  lo v e  
in  p a r t in g ,  t h a t  " to u ch  more rare" ( Cym. I .1 .1 3 5 ) , to t h e i r  lov in g  
reu n io n  in  Act f i v e ,  scene one. In  The W in te r 's  Tale L eontes g e ts  a
511 W.H. Auden, "The Sea and th e  M irro r" , op. c i t . , p . 32.
 ^ A q u a l i ty  which M arina shows when she says to  h e r  as  y e t  unlinown 
f a th e r ;  "ray lo r d ,  i f  you d id  know my p a ren tag e  /  You would n o t do me 
v io le n c e "  ( P e r .V . i . 9 8 -9 9 ) .
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second chance w ith  Hermione a f t e r  y e a rs  o f s u f f e r in g ,  a f t e r  s ix te e n  
y e a r s  th ey  a re  hack  where th ey  s t a r t e d .  And in  The Tempest P rospero  
becomes once again  th e  le a d e r  o f a  s t a t e ,  a  b r o th e r ,  a  f r e e  man.
C h a ra c te r  a l t e r a t i o n s  in  S h a k e sp e a re 's  romances a re  more a  change 
o f  costume th an  a p e rso n a l tra n sfo rm a tio n ."  H is romance p ro ta g o n is ts  
a re  s u rv iv o rs  in  a  r a p id ly  changing e x te r n a l  env ironm ent, and th e y  ad ap t 
r a t h e r  t h a n  f u n d a m e n t a l l y  a l t e r .  T h e r e  i s  s o m e t h i n g  h a r d  a n d  p e r m a n e n t  
in  t h e i r  p e r s o n a l i ty  because th ey  a re - re s o lv e d  to  s u rv iv e . The key  to  
. t h e i r  s u r v iv a l ,  a s id e  from sh e e r  p h y s ic a l  te n a c i ty ,  i s  t h e i r  
re s o u rc e fu ln e s s  and t h e i r  a b i l i t y  to  lo v e . I f  Prospero* s reu n io n  v /ith  
h i s  b r o th e r  and c o u n t r y m e n  and h i s  re in s ta te m e n t a s  Duke o f M ilan 
l a s t s ,  i t  i s  because  he avo ided  c r e a t in g  re a so n s  f o r  revenge and , 
p r o v i d e d  a  l a s t i n g  b a s i s  f o r  l o v e .  H i s  p r o m i s e  t o  f o r f e i t  h i s  m a g i c  
w o u l d  ap p ear to  be an a c t io n  th a t  would fu n d am en ta lly  a l t e r  h i s  
c h a r a c te r ;  b u t  i s  h i s  magic a n y th in g  more t h a n  a w onderfu l c lo ak  which 
co v ers  th e  unchanging  man -  a  man l i k e  o th e r  men who h a s .h i s  s p e c ia l  
s t r e n g th s ,  w eaknesses, and need  f o r  m utual fo rg iv e n e s s?
The r e a l  "hero" o f S h a k e s p e a r e *  s  romance dramas i s  t h e  p ro c e ss  o f 
change i t s e l f ,  which i s  a n o t h e r  rea so n  w h y  c h a r a c te r s  a re  r a r e ly  as  
i n t e r e s t i n g  o r a s  d e t a i l e d  a s  th e  crooked , in t im a te ly  reco rd ed  p a th s  
which th e y  fo llo w . In  so f a r  a s  S h a k e sp e a re 's  romances a re  dramas 
o f  id e a s ,  th e  id e a  o f any one k in d  o f change o r  tra n s fo rm a tio n  i s  
su b o rd in a te  to  th e  g r e a te r ,  a ll-e n co m p ass in g  id e a  o f  change i t s e l f .
T h e  b a l a n c e  o f  t h i n g s  c h a n g i n g  a n d  t h i n g s  p e r m a n e n t  i s  t h e  m a i n  s u b j e c t  
o f  concern  in  th e  r o m a n c e s .  Even th e  l a s t  scenes o f th e  rom ances a re  
f i l l e d  v d th  movement, s t a b i l i z e d  by a l l  k i n d s  o f g e n e ra tiv e  f o r c e s ,  by 
c h i ld r e n ,  p a re n ts ,  husbands, w ives.
S h a k e sp e a re 's  romances a f f irm  v a s t  t i d e s  o f movement, t h i n g s  
o c e a n ic , s e a - l i k e ,  s u b l i m i n a l  a n d  i r r e s i s t i b l e ,  t h a t  " e a r t h l y  man /
I s  b u t a su b stan ce  t h a t  must y ie ld "  ( P e r . I I . i . 2 -3 ) . "Yes, y i e l d , "
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th e  Odyssean A uto lycus m ight w e ll answ er to  t h i s  id e a ,  "hu t g ive 
ground on ly  in  o rd e r  to  g a in  g ro u n d ."  O r, as  h e  says in  The W in te r 'a  
T a le , "have an open e a r ,  a qu ick  e y e , a n d . . . a  good n o s e . . . ^ o r  p e rh a p s / 
th e  gods do t h i s  y e a r  connive a t  u s ,  and we may do a n y th in g  extemp­
o re"  ( \7 in t. I V . i v .361- 563»668- 670) .  S hakespeare*s u se  of th e  romance 
s t r u c tu r e  i s  p l a y e d  o u t betw een th e  two p o le s  o f  u t t e r  subm ission and 
c o m p l e t e  r e s o u r c e f u l n e s s  i n  r e a c t i o n  t o  t h e  u n f o r s e e a b l e  e v e n t s  w h i c h  
h i s  c h a r a c te r s  must f a c e .  P rospero  adm its th a t  h i s  range o f pow ers, 
o v e r moonshine and sun , th e  w inds, th e  s e a , th u n d e r, f i r e ,  and even th e  
dead ( T p .V .i .33-50) a re  u l t im a te ly  dependent upon " a c c id e n t most 
s t r a n g e ,  / a n d /  b o u n t i f u l  F o rtu n e"  ( l b , I . i i . l 7 8 ) .  The romance f o r m  
i t s e l f  i s  b u t a  man-made s t r u c tu r e  r e f l e c t i n g  n a tu r e 's  many w a y s  o f 
movement, d i s s o lu t io n ,  and g r o w t h ,  and , l i k e  P e rd ita * s  d e s c r ip t io n  o f  
th e  a r t  o f h y b r id  g a rd en in g , " i s  an a r t  /  T R h ic h  does mend n a tu re  -  
change i t  r a th e r ;  b u t  /  The a r t  i t s e l f  i s  n a tu re "  ( W int. I V . i v .95-97)*
I t  i s  in  th e  n a tu re  o f th e  romance m u ltiv e rse  t h a t  th e  aud ience 
e x p e rien c e  o f romance i s  a  r e p r e s e n ta t io n  o f  a d a y -to -d a y  p h y s ic a l and 
p s y c h o l o g i c a l  r e a l i t y  w h i c h  p o s s e s s e s  a  g e n u i n e  a n d  d i s t i n c t  c o n t i n u i t y .  
The r i c h  e x te r n a l  w orld  o f romance b e lo n g s  to  th e  w orld  o f th e  
b e h o ld e rs :  " e v e ry th in g  o u t s id e . . .v /he ther known in  i t s  p ro p e r 
r e l a t io n s h ip  / t o  th e  s e l ÿ ,  o r  w hether i t  r e m a in s . . .a p p a re n t ly  w ith o u t 
s ig n if ic a n c e  and u n re la te d  to . . .m in d  and h e a r t ,  a c tu a l ly  r e f l e c t s  and 
m ir ro r s  / t h e i r /  in n e r  s e l v e s . E v e n  when " su p e rn a tu ra l  fo rc e s "  
ap p ea r th e y  w i l l  alw ays match th e  p e r s o n a l i t y  which th e y  s e r v e .  
S h a k e sp e a re 's  b lu s te r in g  J u p i t e r  in  Cymbeline p a tro n iz e s  th e  h e a d s tro n g  
Posthum us, th e  c o n s ta n t D iana in  P e r ic le s  a id s  th e  r ig h te o u s  P e r i c l e s ,  
and th e  t r i c k s y  A r ie l  s e rv e s  a v e ry  c r a f ty  m aste r in  P ro sp e ro . The 
romance m u lt iv e r s e ,  com plete w ith  i t s  more e x a lte d  p la n e s , i s  an
H e in ric h  Zimmer, The K ing & The C orpse, op . c i t . , p .234.
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im i ta t io n  o f l i f e ' s  d iv e r s i ty ;  with p i t f a l l s ,  peak s , in c o n s i s te n c ie s ,  
lo s in g  and re p o s s e s s in g , buy ing  and se llin g , co n fu sio n  and c l a r i t y  -  
th e  m ongrel m ix tu res  o f l i f e .  The in n e r  co n fu s io n s  and t o i l s  o f human 
n a tu re  a re  r e f l e c t e d  by  th e  p a s s io n a te  en tanglem ent o f romance. Human 
c h a r a c te r  i s  e q u a lly  re s p o n s ib le  in  S h a k e sp e a re 's  rom ances, a lo n g  w ith  
the in d e te rm in a te  powers o f f o r tu n e ,  chance, c o in c id e n c e , f a t e ,  doom, 
luck, n ecessity , and providence, for  the curves and complications of a 
s t r u c tu r e  which a l t e r n a t e l y  r e f r e s h e s  and co n fu se s , i s  p o t e n t i a l ly  
d ead ly  f o r  th e  c h a r a c te r s  in v o lv ed  b u t may conclude by opening ou t 
in to  a  s in g le ,  sp ac io u s  a re a  o f r e s to r a t i o n  and re u n io n .
The u n i ty  o f S h a k e sp e a re 's  romances depends upon a tech n iq u e  
which c h a r a c te r iz e s  much o f h i s  w r i t in g s ;  a  harmony o f o p p o s ite s  which. 
th r iv e  in  tension with each other, a tech n iq u e  which Shakespeare 
succeeded in  d ev e lo p in g  in to  a  new form  in  P e r i c l e s , Cym beline, The 
W in te r 's  T ale and The Tem pest. T h is i s  th a t  s p e c ia l  k in d  o f t o t a l  
e q u il ib r iu m  in  S h a k e sp e a re 's  b e s t  work which Goethe spoke o f a s  
S h a k e sp e a re 's  a b i l i t y  to r e c re a te  l i f e  a s  a' " g re a t an im ated  f a i r , "  to
5 1 4 -"openly express...everyth ing which l i e s  hidden in  th e  h e a r t s  of men."^ 
S hakespeare u t i l i z e s  h is  a b i l i t y  to  b a lan ce  c o n tr a s t in g  e lem ents 
w ith in  a n a r r a t iv e  p a t te r n  o f d i s p e r s a l ,  d e la y , and r e tu rn  in  th e  new 
o rg a n ic  form  o f  th e  romances. He su b se q u e n tly  a tte m p ts  to  c re a te  a  
■ u n i f i c a t i o n  o f d is u n i f ie d  a c t io n s  bound by one p ro ta g o n is t  o r  one 
c o n s is te n t  s e t  o f  p r o ta g o n is ts  h o ld in g  on to  t h e i r  b e l i e f s  and lo v e s  
u n t i l ,  by  a m ix tu re  o f  f a i t h  and fortune, th ey  re g a in  what th e y  had 
p re v io u s ly  l o s t .  The c e n t r a l  c o n f l i c t  around which each  o f Shakes­
p e a re ' s romances i s  o rd e re d  i s  th u s  a  melange o f  d iv e rs e  c o n f l i c t s  
w hich r e s u l t  i n  a  single a c t  o f r e u n i f i c a t io n .
From G o e th e 's  e s s a y , S hakespeare ünd k e in  Ende, t r a n s .  by 
Randolph Bourne in  The Permanent G oethe, ed . Thomas Mann (New York: 
Dial P tess, 1948), p.577.
(325)
The genre o f romance a lso  has a s p e c ia l  r e l a t io n  to  tim e , Romance
n eed s  a  g re a t  d e a l o f tim e in  which to  develop  i t s  many n a r r a t iv e
e v e n ts .  The Odyssey ta k e s  p lace  o v e r a te n  y e a r  p e r io d , v/hile
Odysseus h im se lf  h a s  been  away from home f o r  more th an  tw enty  y e a r s .
The Odyssey e s ta b l i s h e s  a u se  o f  tim e f o r  ^romance which a llo w s f o r  a
515" v a s t  con tem porane ity"  o f e v e n ts , a w orld  in  which th e  reco v ery  o f 
th e  p a s t  i s  th e  norm and th e  f u tu r e  a w a its  the  w anderer as  a  new
b e g in n in g  o f th e  o ld . The u se  o f tim e in  th e  H e l l e n i s t i c  romances i s  
a s  e x te n s iv e  a s  th e  Odyssey ( th e  p lo t s  ta k e  an y th in g  from  a few  y e a rs  
to  more th a n  a  decade to  d e v e lo p ) . The H e l le n i s t i c  romances d i f f e r  
n o ta b ly  in  t h a t  t h e i r  en d ings a re  f a r  more re so lv e d  and s e t t l e d  th an  
th e  end in g  o f th e  O dyssey; when th e  H e l le n i s t i c  romances end th e re  i s  
l i t t l e  sense t h a t  th e  p ro ta g o n is ts  a d v en tu res  w i l l  c a r ry  on. Le M orte 
D 'A rth u r ex ten d s  from  A r th u r 's  yo u th  to  l a t e  m idd le-age and ends w ith  
A rth u r c o n tin u in g  on a s  "The Once And F u tu re  K ing", a  legend  t h a t  h a s  
" o u t la s te d  th e  m arble tomb o r  A rth u r i t s e l f . T h e  tim e scheme o f  
th e  O rlando F u r io so  n o t on ly  talces p la ce  o v é r a few y e a r s ,  b u t i t  
c o n t in u a l ly  s h i f t s  backw ards in  tim e from th e  n a r r a t o r 's  h i s t o r i c a l  
p re s e n t  and moves fo rw ard s  in  tim e beyond th e  l i f e t im e  o f th e  
p ro ta g o n is ts  by  means o f th e  dom inant m o tif  o f t r u e  prophecy ( e s p e c ia l ly  
by  way o f M e r l in 's  so rc e ro u s  p ro p h e c ie s ) .
A ll  o f th e  p re c ed in g  rom ances have some e lem ents o f  prophecy in  
them , a form o f re a d in g  in to  tim e f u tu r e  which Shakespeare u se s  in  h i s  
rom ances e i t h e r  in  a  humourous way ( a s  in  T p .V .i .244-243? Cym.V .v .433 
f . ) o r  a s  a  guide in  s t r u c tu r in g  th e  romance p lo t  ( a s  in  W int. I I I . i .  1 f . ) «  
A lthough P rospero  does n o t m ention i t  e x p l ic i t ly ^  l ik e  M erlin  b e fo re  him .
As P au l Zweig n o te d  in  The A d v en tu re r, op. c i t . , p . 24.
R .S . Loomis, in  "The Legend o f  A r th u r 's  S u rv iv a l ,"  in  A rth u r ia n  
L i te r a tu r e  in  th e  M iddle Ages, (O xford : U n iv e rs ity  P r e s s ,  1 9 3 9 )'
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he must a ls o  have th e  g i f t  o f prophecy. I t  i s  one o f th e  common
517a t t r i b u t e s  o f necrom ancy, which he adm its to  h av ing  p ra c t ic e d  
( T p .V .i .48- 50) » and he may have u sed  i t  to  f o r e t e l l  th e  appearance by 
F o r tu n e 's  power o f h i s  enem ies from M ilan ( T p . I . i i . 1 7 7 -1 8 4 )« E i th e r  
a t ta c h e d  o r u sed  s e p a ra te ly  from prophecy by Shakespeare i s  th e  m o tif  
o f  h eav en ly  v i s io n s ,  an e x te r n a l  overview  o f tim e given  to  one o f  th e  
p ro ta g o n is ts  by  a h l ^ e r  power, which Shakespeare u se s  a s  a  way o f 
fram in g  th e  w id e -ran g in g  romance n a r r a t iv e  ( a s  in  P e r .V .3.238 f . ; 
Cym .V.iv.29 f .5  W int. I I I . i i i . i 7 f . ) .
Many o f  th e  romance d e v ic e s  e s ta b l is h e d  by  Homer as  th e  n a tu r a l  
p ro p e r ty  o f romance and u sed  by S hakespeare in  h i s  own romances 
a c c e n tu a te  an aw areness o f  tim e . The c o n tr a s t  o f g e n e ra tio n s  in  each  
o f  S h a k e sp e a re 's  rom ances make th e  aud ience  s tro n g ly  aware o f tim e . 
B ecause th e  tim e i s  p ro v id ed  in  which c h ild re n  may m a tu re , a s o c ia l  
ham ony  i s  e v e n tu a lly  ach iev ed ; S i c i l i a  and Bohemia may r e u n i te  w ith  
P e r d i t a  and P l o r i z e l ,  M il au and N aples may jo in  w ith  M iranda and 
F e rd in a n d . Meanv/hile Shakespeare p o in ts  out th e  s ig n a tu re  o f  tim e in  
H erm ione 's  w rin k le s  ( W int.V . i i . 2 8 ) , and th e  w eight o f tim e in  P e r i c l e s '  
sorrow s ( 7 e r .V .i . l0 5 )»  There i s  l i t t l e  permanent r e s t  in  S h a k e sp e a re 's  
rom ances, a s  th e  w anderers jo u rn ey  home each r e s t i n g  p lace  i s  im p o rt­
a n t  because i t  i s  a  p o r t  o f d e p a r tu re  f o r  th e  n ex t s tag e  in  th e  jo u rn ey . 
The Tempest i t s e l f  r e l a t e s  th e  e v e n ts  o f an i l lu m in a t in g ,  one day 
s to p -o v e r ,  th e  ex p erien ce  of a few h o u rs  amid a c e a s e le s s  tim e flo w .
The rhythm  o f  sav in g  grace  which S h a k e sp e a re 's  rom ances p r o je c t  
depends upon what tim e a llo w s , tim e which " p l e a s e / ^  som e.. « t r / i e s / a l l  
. . . t h a t  makes and u n fo ld s  e r ro r "  (W int.IV .1 -2 ) .  The on ly  co n cep tu a l 
fo rc e  which Shakespeare p e r s o n if ie s  in  th e  romances i s  th e  f ig u r e  o f
See th e  r e fe re n c e s  to  necromancy i n ,  f o r  in s ta n c e ,  John J .  
M id d le to n 's  M agic, W itc h c ra f t , and C uring  (New York: The N a tu ra l
H is to ry  P r e s s ,  I 967TI
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518tim e in  Tlie W in te r 's  T a le . Time i s  p re se n te d  as  a r u l e r  anonr  men, 
n o t a d e i ty  l ik e  J u p i t e r  o r  D iana, d is ta n c e d  in  a  "m arble m ansion" v/ay 
b eh in d  a "m arble pavement" ( Cyn.V . iv .8 8 ,1 2 0 ), n o r a " t r ic k s y  s p i r i t "
( T p .V .i .226) l ik e  A r ie l  who v/ishes every  moment to  be f r e e  o f man. 
Peoples* l i v e s  f i l l  ou t " th 'a rg u m en t o f Time" ( W int. I V . j . 29) in  
S h a k e sp e a re 's  rom ances, t ra c e  ou t th e  d iso rd e re d  p a th  o f t h e i r  
w anderings betw een t im e 's  f irm s  b o u n d arie s  o f b i r t h  and d e a th . As 
T h a isa  sa y s , 'iname-a tem p est, /  A b i r t h  and d ea th "  ( P e r . V . i i i .3 4 -3 5 ) and 
you have th e  q u in te s s e n t ia l  in g re d ie n ts  o f th e  romance s t o r i e s .
F in a l ly ,  tim e i s  a lso  u sed  in  term s o f  th e  romance m o tif  o f h i s t o r i c a l  
re le v a n c y  in  th e  rom ances, a s  each o f  th e  romances keep  a c h ro n ic le  
of f i c t i v e  e v en ts  v/hich im ita te  a c tu a l  h i s t o r i c a l  e v e n ts .
As n o ted  e a r l i e r  in  C hapter V I, S h a k e sp e a re 's  s t r e s s  on the  f u l l ­
n e ss  o f tim e in  h i s  romances i s  u sed , l ik e  th e  s e a , a s  a d i r e c t in g  
bond, a s  a  fo rc e  which moves l i f e  fo rw ard  and h e lp s  to  b r in g  th e  l o s t  
to g e th e r .  A ll o f h i s  romances depend upon a g re a t  amount o f tim e 
hav ing  passed  in  o rd e r  f o r  th e  romance n a r r a t iv e  to  e x i s t .  Time i s  
u sed  in  The Tempest to  ach ieve  a  s t r i c t  o rd e r in g  o f romance d iv e r s i ty ,  
an o rd e r in g  which Shakespeare o v e rs tre s s e d  in  P e r ic le s  by the 
in te r r u p t iv e  use o f Gov/er as  chorus ( f o r  which Gower, o r  perhaps 
Shakespeare th rough  Gower, was c o n tin u a l ly  a p o lo g iz in g , a s  in  P e r . I I .  
i .4 G ;I V .v i .7 - 9 ) .  The re fe re n c e s  to  tim e a re  abundant in  The Tem pest, 
b u t  i t  does n o t in tru d e  o r in  any way make th e  d ram atic  n a r r a t iv e
5l8 The c lo s e s t  Shakespeare g e ts  to  p e rso n ify in g  a co n cep tio n  o th e r  
th an  Time would be in  h i s  m e tap h o rica l u se  o f th e  sea  a s  f o r tu n e .  I  
am n o t re a d in g  gods, g oddesses, o r f a i r i e s  as p e r s o n if ie d  co n cep tio n s  
because th e y  b eg in  a s  anthropom orphic b e in g s  even though th ey  may have 
co n cep tu a l a t t r i b u t e s  -  such as J u p i t e r  a s  a p e r s o n if ic a t io n  of 
J u s t ic e  and D iana a s  a  p e r s o n if ic a t io n  of c h a s t i ty .
The Tempes t  h as  more d i r e c t  re fe re n c e s  to  time (15 a l to g e th e r )  
than  any of the  o th e r  rom ances.
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awkward. Time i s  in  the  fo reg ro u n d  as  th e  p re s e n t space th ro u g h  v/hich
th e  c h a r a c te r s  move, h u t i t  i s  a ls o  in  th e  background, a s  in  The
W inter* s T a le , "as a c o n t r o l l in g  and shap ing  f ig u r e  beh ind  th e  d ram at-
520i c  s t r u c tu r e  and te c h n iq u e ." Time marks ou t th e  cou rse  o f th e  
p l a y 's  d iv e r s i ty  l i k e  a s i l e n t  chorus a rra n g in g  in c id e n t  and o c c a s io n , 
p ro v id in g  th e  c o r r e c t  space f o r  developm ent, and commanding th e  e x te n t  
o f  each  moment.
Cymbeline makes th e  we alee s t  use o f tim e o f a l l  th e  rom ances. 
A lthough i t  u se s  th o se  romance d e v ice s  l in k e d  w ith  tim e a lre a d y  n o te d , 
th e  p la y  co n fu ses  th e  audience by n o t p ro v id in g  a tem poral m easure f o r  
i t s  e v e n ts . People f in d  t h e i r  way t h r o u ^  f o r e s t s  and a c ro ss  s e a s , 
b a t t l e s  a re  fo u g h t and won and a l l  th e  im p o rtan t people a re  g a th e red  
to g e th e r  f o r  a f i n a l  reu n io n  scen e ; b u t Shakespeare manages a l l  t h i s  
movement v /ith  e i t h e r  a  v e ry  vague o r a b su rd ly  co n cise  id e a  o f tem poral 
sp ace . Between A ct one, scene fo u r  and Act two, scene fo u r  lachim o 
t r a v e l s  from  Rome to  London and th en  back ag a in  to  Rome in  th e  space 
o f  a  few days in  th e  f i r s t  c en tu ry  A.B.. The p la y  i t s e l f  co u ld  a ls o  
ta k e  a week o r  h a l f  a y e a r ;  th e re  i s  no way o f t e l l i n g .  Shakespeare 
a p p ea rs  to  have been too  busy w ith  r e l a t i n g  th e  ev en ts  them selves to  
w orry about c o n f in in g  t h e i r  movement to  a co h eren t tim e scheme. I t  
was p o s s ib ly  a r e a l i z a t i o n  o f t h i s  weakness which le d  Shakespeare to  
i n t e n s i f y  an aw areness o f  tim e in  The W inter*s Tale and The Tempest a s  
a  way o f h o ld in g  in  th e  d is p a ra te  romance e v e n ts .
The em phasis on p re c is e  tim e in  The Tempest a c c e n tu a te s  th e  mys­
t e r y  o f tim e . The c h ro n o lo g ic a l p re c is io n  i s  s l i g h t l y  maddening v/hen 
i t  c o n ta in s  d i f f e r e n t  s e t s  o f  l o s t  w anderers , when, a s  w ith  P ro sp ero * s
^ In g a -S tin a  Ewbank, "The Triumph o f Time" in  Shakespeare The 
W inter*s Tale -  A Casebook ed . by K ., M uir (London: M acm illan & Co. ,  
1968) ,  pp7^B ’-115 above quote p .99* A lso , f o r  a n e a t e x p o s it io n  o f 
th e  u se  of tim e in  The Tempest see J .R .  S u th e r la n d 's  i n t r .  to  The 
Tempest (O xford : U n iv e rs ity  P re s s ,  I 964)*
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dependence on Dame F o rtu n e , a fo rc e  i s  a t  work which i s  s t ro n g e r  th an  
th e  people  s u b je c te d  to  i t  o r th o se  who make use  o f i t .  The Tempest 
p roduces th e  i r o n ic  r e a l i z a t i o n  th a t  humans a re  caught in  th e  s tream  
o f  tim e , t h i s  r i v e r  w ith o u t b an k s, an d .o n ly  sometimes do e v e n ts  u n fo ld  
to  th e  in d iv id u a ls  b e n e f i t .  The g re a t  stream  o f tim e a s  co n co rd ia  
d is c o r s  p re o c c u p ie s .Shakespeare*s u se  o f romance and we must r e a l i z e  
th a t  o n ly  sometimes w i l l  th e  l o s t  r ic h e s  be re tu rn e d  and th e  w anderers 
f in d  t h e i r  way home. To re p h ra se  one o f S h a k e sp e a re 's  source p la y s , 
th e  triu m p h s o f love  and fo r tu n e  a re  alw ays r a r e .
S h a k e sp e a re 's  romances a re  n o t " tim e le s s  w o rld s" , n o r ,  a s
C o leridge  rem arked, do th ey  b e lo n g  to  a  " sp e c ie s  o f drama which owes
521no a l le g ia n c e  to  tim e o r  sp a c e ."  They a re  o c c a s io n a lly  d isengaged  
from ’mundane r e a l i t y  by th e  u se  o f d i s lo c a t in g  d e v ice s  such as  
anach ron ism s, odd p ro p e r names, m em ories, dream s, t a l e s - ’/ d t h i n - t a l e s ,  
p rophecy and h eav en ly  v is io n s .  B ut i t  i s  a m istake  to  re a d  th e  
i n t e n t io n a l  d isso n an ce  and em o tio n a l, i n t u i t i v e  c o n t in u i ty  of 
S h a k e sp e a re 's  rom ances a s  r e s u l t i n g  from som ething v/hich in  f a c t  i s  
im p o ss ib le . S h a k e sp e a re 's  romances a re  n e i th e r  independen t of tim e 
n o r  e t e r n a l .  The p r o ta g o n is ts  a re  a l l  m o rta l and a number o f 
c h a r a c te r s  d ie .  P ro sp ero  h im se lf  c la im s th a t  he w ants to  d ie .  The 
rom ances may o f f e r  a f l e e t i n g  s e n s e  o f  " t im e le s sn e s s "  because  the  
i n e v i t a b i l i t y  o f d e a th  i s  de layed  and in  t h i s  d e lay  th e  aud ience may 
e x p e rien c e  a momentary d ram atic  ep iphany . But though S h a k e sp e a re 's  
rom ances c re a te  a sense of b u ild -u p  and r e l e a s e ,  though th e re  alw ays 
seems th e  p o s s i b i l i t y  o f an e v en tu a l w ay-out, u l t im a te ly  t h i s  
avo idance o f  th e  in e v i ta b le  a c c e n tu a te s  the  d a rk n ess  and th e  p i t f a l l s ,  
a c c e n tu a te s  th e  r e a l i t y  o f "T im e* s ...b en d in g  s i c k l e 's  compass" which
^ S .T . C o le rid g e , from "The Tempest -  L e c tu re s"  in  Shakespearean  
C r it ic is m  -  A S e le c t io n  (London: Oxford U n iv e rs i ty  P r e s s T ^ Y 'l ) » p .2 4 1 . 
My u n d e r l in in g  in  C o le r id g e 's  q u o te .
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even love  can o n ly  " b e a r . . . o u t . . . to  th e  edge o f doom" ( S t .  1 1 6 ,9 -1 0 , 
12).
Romance, Comedy, & Tragedy
In  l i g h t  o f th e  p reced in g  s tu d y  I  would l i k e  to  a ttem p t a t  t h i s
p o in t  an a p p ra is a l  o f  th e  d if f e r e n c e  betw een romance and comedy, and
romance and tra g e d y  in  th e  works o f S hakespeare . A stu d y  o f th e se
th re e  form s in  c o n t r a s t  to  one an o th er ' cou ld  e a s i ly  w arran t a  lo n g
work u n to  i t s e l f ,  b u t a l l  I  w ish to  do i s  to  o f f e r  some o f th e  main
d i s t i n c t io n s  which can be made betw een S h a k e sp e a re 's  u se  o f romance
and th e se  o th e r  two form s o f  l i t e r a t u r e .  I f  w^e a re  to  u n d e rs ta n d
romance c l e a r ly  we shou ld  be ab le  to  p lace  i t  in  r e l a t i o n  to
S h a k e sp e a re 's  two o th e r  p r in c ip a l  form s o f comedy and tra g e d y .
I t  has o f te n  been  s a id  th a t  th e  d if f e r e n c e  betw een comedy and
romance in  S h a k e sp e a re 's  w r i t in g s  i s  one o f degree and n o t o f k in d ,
th a t  w ith  h i s  rom ances Shakespeare was on ly  vn riting  comedy in  a new
522way and n o t w orking in  a  ne?/ form  o f  l i t e r a t u r e .  However, in
S h a k e sp e a re 's  rom ances, as  C.L. B arb er n o te d , comedy i s  a su b o rd in a te
e lem ent w ith  i t s  "meaning de term ined  by ^ t s /  p lace  in  a l a r g e r  
521movement." T his " la r g e r  movement" of romance i s  com prised o f th e  
e lev e n  ty p e s  o f  l i t e r a t u r e  and l i t e r a r y  a t t i t u d e s  l i s t e d  in  th e  f i r s t  
c h a p te r  o f t h i s  s tu d y  a s  7 /e ll as  th e  s p e c ia l  in g re d ie n ts  o f p e o p le s , 
■places, tim es  and e v e n ts  which Shakespeare needed to  c re a te  th e  un ique  
m edley o f P e r i c l e s , Cym beline, The W in te r 's  T ale  and The Tem pest.
^ S ee , f o r  in s ta n c e ,  K enneth M uir, Shakespeare a s  C o lla b o ra to r  
(New York: B arnes & N oble, I 96O); R obert G. H un ter, Shakespeare and 
th e  Comedy o f F o rg iv en ess  (Ne7/ York: Columbia U n iv e rs i ty  P r e s s ,  1965)? 
Edward C harles  W agerknecht, The P e r s o n a l i ty  o f  Shakespeare (Norman, 
Oklahoma: U n iv e rs i ty  o f Oklahoma P r e s s ,  1972*77
C.L. B a rb e r , S h a k e sp e a re 's  F e s t iv e  Comedy, op . c i t . , p . 261.
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In  t h i s  s tu d y  th e  "larger'm ovem ent" o f romance has been id e n t i f i e d  
a s  th e  romance m u ltiv e rs e  in  o rd e r  to  d e s ig n a te  i t s  p l u r a l i t y  o f 
d iv e rs e  in g re d ie n ts  -  which a ls o  i s  th e  f i r s t  id e n t i f y in g  mark which we 
can u se  to  d is t in g u is h  romance from comedy and tra g e d y . A f te r  th e  
p l u r a l i t y  o f form s th e  ro le  o f wonder p ro v id e s  a n o th e r d i s t i n c t io n  
betw een th e  two g en res  o f comedy and romance in  S hakespeare . Wonder 
in  comedy, e s p e c ia l ly  th e  wonders o f l e v i t y  th a t  tak e  p lace  in  th e  long  
n ig h t  o f A Mid.gummer-N 1 j?ht' s Dream end th e  g a llim a u fry  o f f a i r i e s ,  
h o b g o b lin s . F a iry  Queen end Herne th e  h u n te r  th a t  g a th e r  in  W indsor 
Park  in  The Merr^r Wives of W indsor, i s  produced v/hen th e  c h a r a c te r s  a re  
m an ip u la ted  by  s tra n g e  c ircu m stan ces  in to  making f o o ls  o u t o f them­
s e lv e s .  A lthough in  t h i s  way th e  a b s u r d i t i e s  o f th e  human c o n d itio n  
may be i l lu m in a te d ,  t h i s  type o f wonder i s  g e n e ra lly  n o t edged w ith  th e  
r e a l  t h r e a t  o f d e a th . There i s  a k in d  o f comic wonder which can be 
produced in  Shakespeare  v/hich i s  b o th  humorous and s e r io u s ,  th e  k in d  
o f  wonder produced by  S h a k e sp e a re 's  comedy t r i a l  sce n e s , a s  in  f o r  
in s ta n c e  The M erchant o f  V en ice , \7hen th e  t h r e a t  o f d ea th  i s  overcome 
in  a  comedy t r i a l  scene th e  a u d ie n c e 's  sense o f  wonder m ing les w ith  
jo y  and r e l i e f ,  o u r a t t e n t io n  i s  c o n c e n tra te d  back in to  th e  c h a ra c -  
t e r . 524
The form  o f  wonder u sed  in  S h a k e sp e a re 's  romances te n d s  to  
expand th e  c h a r a c te r  in  term s o f  a r e l ig io u s  atm osphere; t h i s  i s  
e s p e c ia l l y  th e  case  when the  p ro ta g o n is ts  a c tu a l ly  appear to  d ie  o r  
a re  assumed dead and th en  a re  " re b o rn " . T h a is a 's  r e v iv a l  in  P e r ic le s
In  re s p e c t  o f th e  u se  o f wonder in  comedy in  a way which 
p r e f ig u r e s  th e  u se  o f  wonder in  S h a k e sp e a re 's  romances ( t h a t  i s ,  
wonder u sed  as  an in t e n t io n a l ly  amazing dev ice  and as a q u a s i­
r e l i g io u s  d e v ic e ) , b o th  The Comedy o f E r ro r s  and T v e lf th  N i^h t may 
be re a d  a s  i n t e r e s t i n g  p re c u rso rs  o f th e  romance form . See: John 
A rth o s , S h ak esp eare ; The E a r ly  W ritin g s  ‘{London: Bowes & Bowes, 1972), 
PP.29- 3O; L.G. S a l in g a r ,  "The Development o f T v e lf th  N igh t and I t s  
S o u rc e s ,"  in  Shakespeare  Q u a r te r ly , IX, (1958)» p p .120-128.
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and h e r  u t te ra n c e  o f "0 D ear D iana" ( P e r . I I I . i i . 110) i s  an example o f
t h i s  k in d  of wonder, a s  i s  Hermione*s  r e tu rn  a t  th e  end of The T i n t e r *  s
T ale which i s  accompanied by P a u l in a 's  re q u e s t th a t  " I t  i s  r e q u i r 'd  /
You do awake your f a i t h "  ( V /int. V . i i i . 9 5 ) * Even more im p ressiv e  form s o f
r e l i g io u s  wonder in  th e  romances a re  th e  a c tu a l  appearance o f d i v i n i t i e s ,
such a s  D iana in  P e r ic le s  ( P e r .V . i .238-247), J u p i t e r  in  Ch/mbeline ( Cym. •
V . iv .93-113)> and Hermione " l ik e  v e ry  s a n c t i ty "  in  The W in te r 's  Tale
( W int. I l l . i i i .1 7 -3 7 )« The purpose o f t h i s  r e l ig io u s  atm osphere in  th e
rom ances (w hich , i t  must be remembered, a re  ta k in g  p lace  in  a  w orld  o f
pagan gods) i s  to  expand th e  w orld  o f th e  p la y , to  d isengage i t  from
s t r i c t l y  mundane r e a l i t y  -  w h ile  a t  th e  same tim e l in k in g  mundane
r e a l i t y  w ith  a  h i ^ e r  w orld . S hakespeare i s  a tte m p tin g  to  c r e a te  a s
h ig h  .a degree o f harm onious d iv e r s i t y  a s  p o s s ib le ,  to  tak e  th e  romance
p la y  beyond a w orld  o f  comic h o lid a y  to  a p lace  "v/here a  p lay  may
525d is p o r t  i t s e l f  beyond th e  re a ch  o f a l l  challenge.""^
The comic wonder o f  in fo rm a tiv e  r e l i e f  i s  re p la c e d  in  Shakes­
peare* s romances by a u se  o f wonder which c r e a te s  a p e r s i s t e n t  atm os­
phere  o f  amazement. As N orth rop  F ry e  has n o te d , th e  t o t a l  n a r r a t iv e  in  
S h a k e sp e a re 's  com edies i s  s t r u c tu r e d  in  a te rn a ry  form . "Thus v/e have 
a  s ta b le  and harm onious o rd e r  d is ru p te d  by f o l l y ,  o b se s s io n , f o r g e t ­
f u ln e s s ,  ' p r id e  and p r e ju d ic e , '  o r  e v en ts  n o t u n d e rs to o d  by the
526c h a r a c te r s  th em se lv es , and th en  r e s to r e d ."  But th e  s t r u c tu r e  o f a 
romance n a r r a t i v e ,  on th e  c o n tra ry ,  i s  l a b y r in th ia n , w ith  no s e t  number
Henry Jam es, "Ivlr.Henry I r v i n g 's  P ro d u c tio n  o f Cym beline,"  in  The 
S cen ic  A r tÇIo n d o n ;R .H a rt-D a v is ,1 9 4 9 ).p p .282-284. above quote p . 282.
526 N .F ry e , Anatomy o f C r i t ic is m , op. c i t . , p .171.
S t r i c t l y  sp eak in g , a te r n a r y  form i s  a "common m usica l form 
c o n s is t in g  o f th re e  d i s t i n c t  and s e l f - c o n ta in e d  s e c t io n s ,  th e  t h i r d  
b e in g  a r e p e a t  ( o f te n  m o d ified ) o f th e  f i r s t ,  w hile th e  second form s 
a  n o t ic e a b le  c o n t r a s t  to  th e  f i r s t  (and  t h i r d ) :  A B A ." See: The 
H arvard  B r ie f  D ic tio n a ry  o f î^ u s i c ,  V/.Apel and R .T. D an ie l (New York: 
W ashington Square P r e s s ,  196Y ), p . 298.
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o f  changes o r  c y c le s .  The form of romance i s  a co n tinuous maze o f
d iv e r s io n s  and d e to u rs  which r e fu s e s  to  fo llo w  a n e a t  s e q u e n tia l
p a t t e r n .  Shakespeare p o s s ib ly  co u ld  have added on a number of
a d d i t io n a l  a d v en tu res  in  betw een th e  b e g in n in g  and th e  end ing  of
P e r i c l e s , Cym baline, The T i n t e r 's T a le , and The Tempest w ith o u t hav in g
527made any g re a t  d if f e r e n c e  in  th e  n a r r a t iv e  developm ent. . The form  o f 
romance i s  b u i l t  to  accommodate th e  whole spectrum  of l i t e r a l  and 
m en ta l c o n fu s io n , to  accommodate and to  em phasize t h i s  co n fu sio n  to  th e  
p o in t o f c r e a t in g  in  th e  aud ience a s t a t e  o f wonder (because  v;hat one 
w itn e sse s  o r h e a rs  about seems t o t a l l y  u n r e a l ,  a f i c t i o n  "so l ik e  an 
o ld  t a l e  t h a t  th e  v e r i t y  of i t  i s  in  s tro n g  su sp ic io n "  V/int. V . i . 27-29) 
w hich s h a l l  be h e ig h ten ed  to  a s t a t e  o f awe once th e  w anderers come 
home.
Cyrus Hoy has argued  th a t  a f u r th e r  d i s t i n c t io n  can be made 
betw een comedy and romance on th e  b a s i s  o f t h e i r  r e s p e c t iv e  u se  o f 
s a t i r i c  e lem en ts , n o tin g  th a t :
S a t i r i c  comedy d ram a tizes  th e  d isc rep a n c y  betw een th e  
id e a l  and th e  r e a l i t y ,  and condemns th e  p re te n s io n s  
th a t  would mask r e a l i t y ' s  ho llow ness and v ic io u s n e s s . . .
^ h i l e  romance^ r e g u la r ly  p re s e n ts  th e  c o n f l i c t  
betw een th e  id e a l  shape o f t h in g s . . . a n d  th e  h a rd  
r e a l i t i e s  w ith  which th e y  a re  c o n fro n te d , b u t 
t y p ic a l ly  ends by evoking  th e  id e a l ,  d e s p ite  ^2$
w hatever d i f f i c u l t i e s  r e a l i t y  has pu t in  i t s  way. ^
A case  in  p o in t h e re  would be th e  d if f e r e n c e  between L o v e 's  Labours
L o st and C^mibeline, ■ S h a k e sp e a re 's  u se  o f s a t i r i c  e lem en ts  in  th e  comedy
527 F o r in s ta n c e :  in  P e r ic le s  M a r in a 's  a d v en tu res  in  th e  b r o th e l  o r
; \ a th . th e  p i r a t e s  cou ld  have been e la b o ra te d  on; in  Cymbeline Im ogen 's 
s e r v ic e s  to  C aius L ucius co u ld  have been given  in  g r e a te r  d e t a i l ;  in  
The T i n t e r ' s T ale a scene d e p ic t in g  P e rd i ta  a t  home w ith  th e  Old 
Shepherd and h i s  son cou ld  have been in c lu d e d ; in  The Tempest a 
scene w ith  T r in c u lo , S tephan0 and C aliban  in  th e  swamp beh ind  
P ro s p e ro 's  c e l l  co u ld  have been added.
Cyrus Hoy, "Comedy" in  The Hew E ncyclopaed ia  B r i ta n n ic a ,  V o l.4 , 
M acropaodia , op. c i t . , p .959*
(334)
o f Love' s Labour* s L ost i s  d i r e c te d  tow ards r id i c u l in g  such e lem en ts  
a s  e u p h u is t ic  s ty le  and contem porary p e r s o n a l i t i e s ,  y e t  th e  draw n-out 
game o f " T a f fe ta  p h ra s e s , s i lk e n  te rm s p re c is e "  ( LLL.V .i i .4 0 6 )  ends on 
a  n o te  o f s t e m  r e a l i t y  when M onsieur Marcade e n te r s  w ith  th e  news th a t  
th e  K ing o f F rance i s  dead. The u se  o f  d i s to r t i o n  in  romance 
i n t e n s i f i e s  th e  l i t e r a l  o r  m ental maze in  which th e  p r o ta g o n is ts  f in d  
th e m se lv e s , w ith  l i t t l e  in te n t io n  o f humour o r  mockery. The g ro te sq u e  
scene o f Imogen* s av/akening by th e  h e a d le s s  C lo ten  in  Cymbeline 
i n t e n s i f i e s  Im ogen 's  hom elessness. Yet t h i s  h o r r id  e x p e rien ce  t e s t s  
and a f f irm s  h e r  s t r e n g th  and u l t im a te ly  h e ig h te n s  the  jo y  o f h e r  
u n ex p ec ted  reu n io n  when th e  romance ends.
The p ro ta g o n is ts  in  S h a k e sp e a re 's  romances r e g u la r ly  ex p erien ce  a 
sense  o f e s tran g em en t, a sense o f i s o l a t i o n  from  t h e i r  fe l lo w  man which 
i s  u n u su a lly  d is q u ie t in g  and. ou t o f p lâce  whenever i t  o ccu rs  in  a comedy, 
One may c i t e ,  f o r  exam ple, th e  estrangem ent o f Jaq u es  b o th  th roughou t 
and a t  th e  end o f  ^  You Like I t , who le a v e s  th e  r e jo ic in g ' company a t  
com edy's end because  he i s  " fo r  o th e r  than  f o r  dancing  m easures" V. 
i v . 187) .  The m elancholy  lo rd  w i l l  tak e  no p a r t  in  the  f e s t i v e  un ion  
w ith  which th e  drama en d s, and h i s  s e lf -c h o se n  a l i e n a t io n  ru n s  c o n t r a r y  
to  th e  c lo s in g  n o te  o f " tru e  d e l ig h ts "  ( A s .V .iv .1 9 1 )» S h a k e sp e a re 's  
com edies may draw in  e lem en ts o f  e s tran g em en t, b u t th e  a s o c ia l  and 
d is c o rd a n t q u a l i t i e s  which su rround  h i s  romance p ro ta g o n is ts  a re  not .  
c e n t r a l  to  h i s  b a s ic  comic them es. Throughout P e r i c l e s , C ;/m beline,
The Winter* s T a le , and The Tempest th e  p ro ta g o n is ts  ex p erien ce  a 
p ro found  sense  o f  i s o l a t i o n .  I t  i s  im p o ssib le  f o r  them to  av o id  mor­
t a l  t r i a l s  and no t le a d  d an g ero u sly  u n p re d ic ta b le  l i v e s .  The good 
fe l lo w s h ip  in  romance s e t t l e s  in  o n ly  w ith  th e  mystorium bonum o f  th e  
s t o r i e s '  en d in g , y e t  even a t  t h i s  p o in t  a f f a i r s  may s t i l l  be deep ly  
u n s e t t l e d .  In  th e  end ing  o f The Tempest th e re  i s  a d i s t i n c t  atm osphere 
o f e s tran g em en t. "The coming to g e th e r  o f  a l l  th e  c h a r a c te r s  a t  th e
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end , a m eeting  so lo n g  ex p ec ted , on ly  s e rv e s  to  s t r e s s  th e  e s s e n t i a l
529la c k  o f  r e l a t io n s h ip s ,  in  ways t h a t  have an overtone  o f tra g e d y ."  ^
A nother p o s s ib le  d i s t i n c t io n  betw een comedy and romance h a s  to  do 
w ith  t h e i r  re s p e c t iv e  a t t i t u d e s  tow ards s o c ia l  o rd e r .  The type  o f comic 
fo rc e  which S hakespeare p e r s o n if ie d  in  S i r  "John F a l s t a f f  e n e r g e t ic a l ly  
d i s r u p ts  th e  s t a t u s  quo w hile  a t  th e  same tim e w inning th e  sym path ies o f 
th e  au d ien ce . The comic fo rc e  p e r s o n if ie d  in  F a l s t a f f  can be d e l ig h t ­
f u l ,  e n e rg e t ic  and may even cause th e  t o t a l  p o p u la tio n  o f  c h a r a c te r s  and 
a u th o rs  to  be embraced in  a  b ro th e rh o o d  o f la u g h te r .  A lthough 
Shakespeare  makes i t  c l e a r  th a t  t h i s  i s  a  s o c ia l ly  c o r ru p tiv e  f o r c e ,  
t h a t  F a l s t a f f  p r o je c ts  a  k in d  o f lo w erin g  m agnetism , and th a t  t h i s  
fo rc e  must be s e v e re ly  c o n tro l le d  -  he i s  n e v e r c h a s t is e d  e n o u ^  by ' 
th e  d ram a tic  developm ent to  appear th o ro u g h ly  n e g a tiv e  and u n a t t r a c t i v e .
Nowhere a t  th e  h e a r t  o f  S h a k e sp e a re 's  romances i s  th e re  a fo rc e  
l i k e  F a l s t a f f  who jo y o u s ly  d is r u p ts  s o c ie ty  and f o r  whom th e  aud ience  
may f e e l  a  gen u in e , l a s t i n g  sympathy. In  th e  romances S h a k e sp e a re 's  
p ro ta g o n is ts  a re  r e g u la r ly  so b e r , p r in c ip le d  f ig u r e s  who a re  u p h o ld e rs  
r a t h e r  th an  a b ro g a to rs  o f  th e  s t a t u s  quo. The romance p lo t  t r a c e s  
t h e i r  d isp lacem en t from a p lace  o f h ig h  s o c ia l  s ta n d in g  and ends when 
th e y  have been r e in s t a t e d .  The s o c ia l ly  d is ru p t iv e  f o r c e s .  K ing 
A n tio ch u s, Bawd and B o u lt ,  lach im o , A u to ly cu s, A ntonio and C a lib an , a re  
n e g a tiv e  and u n a t t r a c t i v e ;  th e y  b e lo n g  to  one s id e  o f a  s e r io u s  
th e m a tic  argum ent about th e  need f o r  r e s to r in g  a d is ru p te d  s o c ia l  o rd e r .  
C a lib an , th e  c h a r a c te r  who most resem b les  F a l s t a f f  in  th e  rom ances, may 
be humourous a t  t im e s , b u t Shakespeare p o r tr a y s  him a s  M ira n d a 's  
p o te n t i a l  r a p i s t ,  and c a l l s  him a "h a g -se e d ,"  p e r s o n if ie d  " f i l t h , "  a 
" d e m i-d e v i l . . .b a s t a r d ,"  and a " th in g  o f d a rk n ess"  who p lo t s  d e a th  and
529 Anne F ig h te r ,  in t r o d .  to  The Tem pest, op. c i t . ,  p.40*
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destruction  ( T p . I . i i . 346-348,365; V #i*272-273,275)• I f  the audience 
sympathizes with the force which Caliban p e rso n if ie s , they have l i t t l e  
consolation  in  laughter; they must acknov/ledge the darkness v/hich they 
p o ssess .
F in a l ly  one may n o te  a  d i s t i n c t io n  betw een S h a k e sp e a re 's  com edies 
and romances on th e  b a s i s  o f h i s  comedy and romance h e ro in e s . The 
v i r tu o u s  h e ro in e s  o f S h a k e sp e a re 's  rom ances, M arina, T hais a , Imogen, 
P e r d i t a ,  and M iranda form a d i s t i n c t  s e t  o f s p r in g l ik e  fem ale  c h a rac ­
t e r s  who p r o je c t  a fem in ine  type so c o n s is te n t  and im p ress iv e  as  to  be
b o th  a  un ique  a t t r a c t i o n  o f S h a k e sp e a re 's  romances and to  h e lp
530d is t in g u is h  them from h i s  com edies. A lthough one may n o te  t h a t  th e  
romance h e ro in e s  a re  p re f ig u re d  in  p a r t  by th e  v i t a l  and w i t ty  R o sa lin d  
in  ^  You Like I t , th e  s tu b b o rn ly  v i r g in a l  I s a b e l l a  o f  Measure f o r  
M easure , and th e  lo y a l  V i r g i l i a  o f C o rio la n u s , M arina, T hais a , Imogen, 
P e r d i t a ,  and M iranda have a v e rn a l ,  r e f r e s h in g ,  N a u s ic a a - l ik e  q u a l i ty  
v/hich s e t s  them a p a r t .  T his q u a l i ty  i s  b ro u g h t ou t in  c o n t r a s t  to  th e  
s h i f t i n g  w orld  in  which th e y  l i v e .
The un ifo rm  and in v io la b le  i n t e g r i t y  o f  t h e i r  c h a s t i t y  i s  
in d iv id u a l ly  im p o rtan t as  a p r iv a te  de fen se  a g a in s t  w o rld ly  ‘ 
c o r ru p tio n  and a s  a mark o f  t h e i r  ovm h ig h  q u a l i ty .  T h e ir  c h a s t i t y  i s  
s o c i a l l y  im p o rtan t a s  a  s t a b i l i z i n g  and p o s i t iv e  fo rc e  which h o ld s  up 
a g a in s t  th e  waves o f c o r ru p tio n  and s tu p id i ty  vrhich th re a te n  to  drown 
th e  romance w o rld s . There i s  a  s e r io u sn e s s  about t h e i r  c h a s t i t y  and 
th e  r e l a t i o n s  th ey  form  w ith  men which a llo w s f o r  l i t t l e  l i g h t - h e a r t e d  
c o u r ts h ip .  T h e ir  lo v e  i s  fram ed by  th e  th r e a t  o f d i s a s t e r  and t o t a l  
r u in .  Amid th e  t r i a l s  o f s t r e n g th  which th e y  a re  fo rc e d  to  undergo
530 C u rio u s ly , t h i s  i s  a lso  a type  o f  woman to  whom Leonardo da 
V inc i was a t t r a c t e d  (a lo n g  w ith  a  p re o c cu p a tio n  w ith  im ages o f  th e  sea ) 
tow ards th e  end of h i s  l i f e .  See: "F ig u re  o f a woman  ^ s ta n d in g  and p o in t­
in g ,"  and th e  many sk e tc h e s  o f  f lo o d in g  and d e s t r u c t io n  by w ater in
K enneth  C la rk ,e d o , The Prav-dngs o f  Leonardo Da V in c i ( London : ^ a i d o n , 2nd re Vo e d i t i o n , 19 68—69T, ”"in 3 V o ls .;  see  e sp . Vol*2,pp*1237&"I241b, I 258I»
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n e i th e r  M arina n o r Imogen have tim e f o r  th e  h ap p in ess  o f lo v e . T h a isa* s
jo y  i s  c u t s h o r t  hy h e r  " d e a th " , P e r d i ta  b e g in s  to  blossom  a s  M is tre s s
o f th e  F e a s t and th en  i s  c u t sh o r t  by th e  f l i g h t  to  Bohemia, w hile
M iranda a c q u ire s  F e rd in an d  by means of P ro s p e ro 's  s t i f f ,  s y n th e t ic
c o u r ts h ip  arrangem ent# "
The d a rk e r  q u a l i t i e s  in  S h a k e sp e a re 's  romances do n o t q u ite  push
them in to  th e  realm  o f tra g e d y , a lth o u g h  h i s  romances share  w ith  h i s
t r a g e d ie s  a p a t te r n  o f s u f f e r in g  and lo s s  and the  more obvious q u a l i t i e s
531o f  a h ig h  s ty le  and s u p e r io r  human b e in g s . A lfred  Harbage c laim ed
531 Nor a re  S h a k e sp e a re 's  romances to  be confused  w ith  trag icom edy  
b ecause  o f th e  d a rk e r  e lem en ts which Shakespeare employs v /ith in  h i s  
rom ances. Romance i s  a n a r r a t iv e  o f  w andering and ad v en tu re  in  which 
t o t a l  d i s a s t e r  i s  re p e a te d ly  co n fro n te d  and avo ided , a genre 
ep ito m ized  by  a hero  moving th rough  a w orld which draws in  comic and 
t r a g i c  t r u t h s  b u t which i s  n o t a  w orld  o f trag icom edy. Tlie p a r t i c u l a r  
m ix tu re  o f re a lism  and l e v i t y  in  trag icom edy i s  fo re ig n  to  rom ance.
The p ro p e r in g r e d ie n ts  o f trag icom edy a re ,  a s  F le tc h e r  rem arked in  th e  
s e c t io n  "To The H eader" in  The F a i th f u l  fh e c h e rd e s s : "A trag icom edy i s  
n o t so c a l le d  in  r e s p e c t  of m ir th  and k i l l i n g ,  h u t in  r e s p e c t  i t  w ants 
d e a th s , vh ich  i s  enough to  moke i t  no tra g e d y , y e t b r in g s  some n e a r  i t ,  
vfhich i s  enough to  make i t  no comedy, which must be a  r e p r e s e n ta t io n  o f 
f a m i l i a r  p e o p le , v .ith  such k in d  o f tro u b le  a s  no l i f e  be q u e s tio n ed ; 
so t h a t  a  god i s  as la w fu l in  t h i s  as in  a tra g e d y , and mean people  as  
in  a  comedy."
However, one must c o n s id e r  in  p a r t i c u l a r  hov; S h a k e sp e a re 's  
rom ances r e l a t e  to  the  tra g ic o m e d ies  o f Beaumont and F le tc h e r  s in ce  
Cymbeline and Beaumont and F l e t c h e r 's  P h i l a s t e r  were w r i t te n  and 
produced a t  ap p ro x im a te ly  th e  same t in ) ê ^ ( c , l609) and f o r  th e  same 
t h e a t r e ,  w hile  Shakespeare and F le tc h e r  p robab ly  c o l la b o ra te d  soon 
t h e r e a f t e r  in  th e  w r i t in g  o f a few p la y s . A lthougli b o th  Shakespeare 
and Beaumont and F le tc h e r  were w r i t in g  drama (w ith  Beaumont and F l e t ­
c h e r w orking in  th e  shadow of th e  " sea so n ed d rem a tis t"  as  J.M .N osw orthy 
c a l l e d  Shakespeare w ith  re s p e c t  to  t h i s  i s s u e )  to  accommodate in  
d i f f e r e n t  ways th e  contem porary t a s t e  f o r  th e  k in d  of r e h a b i l i t a t e d  o ld  
romance p la y s  such a s  Love & F o rtu n e  and M ucedon:s -  a few p o in ts  o f 
d i s t i n c t i o n  may be n o ted  betw een S h a k e sp e a re 's  and Beaumont and 
F l e t c h e r 's  w r i t in g s  in  t h i s  p e r io d .
To beg in  w ith , a lth o u g h  S h a k e sp e a re 's  rom ances, e sp . C:/-mbeline, 
p o sse ss  some in c id e n ta l  s i m i l a r i t i e s  w ith  th e  trag ico m ed ies  of Beaumont 
and F le tc h e r ,  th ey  a re  n o t dom inated by th e  s i n i s t e r  and grim  e lem en ts  
v/hich pervade Beaumont and F l e t c h e r 's  tra g ic o m e d ie s . Even th e  d a rk e s t  
o f S h a k e sp e a re 's  romances t r i e s  to  ach ieve  a b a lan ced  to n e . T his dark  
e lem ent in  Beauir.ont and F le tc h e r  f u r th e r  se rv es  to  d i s t in g u is h  them from  
Shakespeare  in  t h i s  p e r io d  s in c e ,  a s  R .P roudfoo t n o te d , i t  i s  to  bo 
a s s o c ia te d  v /ith  t h e i r  t h e a t r i c a l l y  " f ig h t in g  a re a rg u a rd  a c t io n  on 
b e h a lf  o f th e  C o u rt, com pensating w ith  advances in  B la c k f r ia r s  f o r  th e  
r e t r e a t s  in  W estm in s te r."  S h a k e sp e a re 's  romances a re  n e i th e r  a s  phren­
e t i c  n o r a s  h i s t o r i c a l l y  a t ta c h e d , th e y  a re  more in v o lv ed  w ith  l y r i c a l  
themes o f in d iv id u a l  lo s s  and re u n io n , a ch ie v in g  th e  calm a f t e r  th e  
s to rm .
(338)
t h a t  th e  p lo t  e lem en ts o f S h a k e sp e a re 's  com edies and rom ances a re
" i d e n t i c a l , "  th e  on ly  s e r io u s  d i s t i n c t io n  betw een th e  two form s b e in g
th a t  S h a k e sp e a re 's  t r a g ic  p ro ta g o n is ts 'h a v e  much g r e a te r  cause f o r  
532m oral g u i l t .  Long b e fo re  H arbage, A .C .B radley  w rote t h a t  Cymbeline 
and The W in te r 's  Tale a re  "d ram as .. .which.". • seem d e s tin e d  to  end 
t r a g i c a l l y ,  b u t a c tu a l ly  end o th e rw is e , . . l a r g e ly  / d u ^  to  th e  f a c t  th a t  
th e  p r in c ip a l  c h a r a c te r s  f a i l  to  re ach  t r a g i c  p r o p o r t i o n s . B u t  th e  
is s u e  i s  more complex than  t h i s  and , a f t e r  th e  i n i t i a l  d i s t i n c t io n  o f 
, th e  romance m u lt iv e r s e , one may n o te  a  d i s t in c t io n  betw een S h a k e sp e a re 's
S econdly , S h a k e sp e a re 's  concep t of redeem ing love  i s  a  c o n s is te n t  
and honoured theme in  h i s  rom ances, w hereas in  Beaumont and F l e t c h e r 's  
tra g ic o m e d ie s , e sp . P h i l a s t e r , th e re  i s  a d i s t i n c t  la c k  o f m oral 
c o n t in u i ty  -  w h ile  f o r  women e s p e c ia l ly  honour i s  a  " s o r t  o f ta lism a n  
. . . t h a t  m ight be l o s t  w ith o u t th e  l e a s t  f a u l t  on th e  p a r t  o f th e  ow ner," 
a s  C o leridge  p o in te d  o u t. And, as  L.G. S a lin g e r  rem arked, "a  t h e a t r i c a l  
code o f honour ^ h i c h  i s /  e x a lte d  and e x c lu s iv e , c o n ta in s  th e  whole 
su b stan ce  o f . .  .trag ico m ed y  f o r  Beaumont and F le tc h e r ;  and i t  marks a 
fundam ental d if f e r e n c e  from such a p la y  a s  Cym beline."  The theme o f a  
code o f honour in  C:/mbeline, e sp . a s  developed  in  th e  c h a r a c te r  of 
Posthum us, i s  su b o rd in a te  to  th e  g r e a te r  theme o f lo v e 's  f i d e l i t y .
T h ird ly , S h a k e sp e a re 's  romances d i f f e r  from Beaumont end F l e t ­
c h e r 's  tra g ic o m e d ie s  in  t h e i r  r e s p e c t iv e  u se  o f what R .P ro u d fo o t has 
r e f e r r e d  to  a s  th e  "anonymous c o u r t ly  gentlem an" f ig u r e .  S hakespeare  
u s e s  th e se  f ig u r e s  as su b o rd in a te  e lem en ts  in  h i s  rom ances ( a s  in  Cym. I
i . ; T i n t . T . i . , V . i i )  w hereas Beaumont and F le tc h e r  u se  th e se  f ig u r e s  
a lo n g  v d th  a to n e  o f  m annered, p o l i t e  f l a t t e r y  d i r e c te d  in  an 
i n g r a t i a t i n g  v/ay tov/ards t h e i r  aud ience th roughou t t h e i r  tra g ic o m e d ie s .
S ee, r e s p e c t iv e ly :  Beaumont and F le tc h e r  -  In  T-.vo Volumes, ed. 
J .S t .L o e  S trach ey  (London: E rn es t Benn L td . ,  195ÔT> V o l . I I ,  The F a i th -  
f u l  S heph erd ess , p p .315-410; J.M . Nosworthy, ed. , C^m)beline, o p .c i t . ,  
p p .x x x v i i i - x x z ix " 5 .Cymbeline & P h i l a s t e r " ; M adeline Doran, Endeavors of 
A r t : A Study o f Form in  E liz a b e th a n  Drama (M adison, W isconsin: U n iv e rs i ty  
P r e s s ,  1954) ;  R .P ro u d fo o t, "Shakespeare and th e  Hew D ram a tis ts  o f th e  
K in g 's  Men, I 6C6- I 6I 3 ,"  p p .235-261 in  S tra tfc rd -u p o n -A v o n -S tu d ie s  8 ,
1966; S .T . C o le rid g e , S e le c t P o e try  and P ro se , e d .S .P o t te r  ( London : 
Nonesuch P re s s ;1 9 3 5 ) ,p .4 0 9 ; L.G. S a l in g a r ,  "The D ecline  o f T ragedy ,"  
p p .429-440 in  The Age o f S h ak esp eare , e d .B o ris  F ord  (London: Penguin 
B ooks,1955) ;  C l i f f o r d  Leech, ed . W illiam  Shakespeare & John F le tc h e r ,
The T3VO Noble Kinsmen (New York: New American L ib ra ry , 19o6), in t r o d .  
p p .x x i - d l i ;  John Danby, P o e ts  on F o r tu n e 's  H i l l , o r . c i t . , Ch. 6 
"Beaumont and F le tc h e r :  Jacobean A b s o lu t is t s " ;  Andrew G urr, ed .
F.Beaumont & J .F l e t c h e r ,  P h i l a s t e r  o r Love L ies  a -B leed in g  (London: 
M ethuen, 1969) ;  G .B ullough, N&DFOS V I I I , op. c i t . , pp.3-P#
A lfre d  H arbage, As They L iked I t  (Nev/ Y oik :H arper,1947) > P P .125-
129.
A.C. B ra d ley , Shakespearean T ragedy , op. c i t . , p . 14*
(339)
t r a g e d ie s  and rom ances on th e  b a s is  o f t h e i r  d i f f e r e n t  tempos , t h e i r
r e s p e c t iv e  themes o f s u f f e r in g  and s u r v iv a l ,  o f l i v e l y  ren ew al, and
t h e i r  d i f f e r e n t  sense o f an end ing .
S h a k e sp e a re 's  t r a g e d ie s  a re  s m f t  and c o n c e n tra te d . K ing L ear
v i r t u a l l y  ro a r s  fo rvrard , th e  " t e r r o r  comes from  th e  b reak -n eck  s p e e d . . .
th e  a b ru p tn e ss  w ith  which a l l  t h a t  has seemed most c e r t a i n . . .b re a k s  
534u p ."  O th e llo  ru sh e s  from  n u p t ia l  chamber to  war co n fe ren c e , from
a b so lu te  t r u s t  to  a b so lu te  h a tre d . Hamlet i s  a q u ick en in g  v o r te x  o f '
co n sp irac y  and su sp ic io n  in  which th e  good p rin c e  b r i e f l y  manages to
keep  h i s  b a la n c e , in  which H am le t's  d e lay  h e lp s  to  b u i ld  up th e
te n s io n  and th e  t r a g i c  momentum which must in e v i ta b ly  le a d  to  h is
d e a th . M etaphors o f f i r e  and b u rn in g  a re  a p p ro p r ia te  to  a l l  o f
S ha lcesp eare 's  t r a g e d ie s  s in ce  th e  e s s e n t i a l  p o in t about a t r a g i c
p e r s o n a l i ty  i s  th a t  he i s  cr^ f i r e , he i s  to rm ented  and b e in g  consumed
by to im e n t. As A ldous Huxley s a id  o f tra g e d y  in  c o n tr a s t  to  romance :
" to  make a tra g e d y  an a r t i s t  must i s o l a t e  a s in g le  elem ent c u t o f  th e
t o t a l i t y  o f human ex p erien ce  and u se  t h a t  e x c lu s iv e ly  a s  h i s  m a te r ia l .
Tragedy i s  som ething t h a t  i s  s e p a ra te d  from th e  "/hole T ru th , d i s t i l l e d
535from  i t c . a s  an essence  i s  d i s t i l l e d  from  th e  l iv in g  f lo w e r ."
S h a k e sp e a re 's  rom ances a r e ,  in  c o n tr a s t  to  h i s  t r a g e d ie s ,  an 
ex pansive  form , a  maze o f - d iv e r s io n s  and d e to u rs  which sp read  th em selves 
ou t from  S i c i l y  to  Bohemia, from Rome to  London, from  M ilan to  a  m agic 
i s l e .  Even th e  e l l i p t i c a l  v e rse  o f S h a k e sp e a re 's  romances slow s down 
th e  d ram a tic  p ro c e s s , and t h e i r  n a tu r a l  elem ent i s  w a ter -  n o t f i r e .  
T h e ir  n a r r a t iv e  d iv e r s i t y  o f calm and storm  l a s t s  a s  lo n g  as th e  work 
l a s t s ,  w ith  scene a f t e r  scene c o n tr a s t in g  o p p o s ite  k in d s  o f em otion
A lvin  Kernan i n The R evels H is to ry  o f Drama in  E n '^ lish  V o l. I l l  
1576-1613 (London: M ethuenlÎ9757; ed .C .L eech  & T .T .C ra ik , p .415*
A ldous H uxley, C o lle c te d  E ssay s  (New York: Bantam, 1 9 6 0 ) ,p .l0 0 , 
in  th e  e ssa y  "Tragedy and The 7/hole T ru th ,"  pp.-96-103.
(340)
and th o u g h t. Im ogen 's problem s in  Cymbeline are  d e a l t  w ith  amid a 
w orld  o f p roblem s. V/e lo se  s ig h t  o f h e r  w hile  th e  romance p ro c e ss  
th ic k e n s ,  a lth o u g h  t h i s  proves to  be a  round-abou t way o f r e tu rn in g  
back  to  h e r .  I t  i s  c h a r a c t e r i s t i c  of S h a k e sp e a re 's  romances t h a t  by 
fo c u s in g  on d iv e rs e  Is s u e s  th e  n a r r a t iv e  ap p ea rs  a t  tim es  to  la c k  
d i r e c t io n ,  as i f ,  a lo n g  w ith  th e  w an d ere rs , i t  no lo n g e r  knew where to  
tu r n .
The p ro ta g o n is ts  in  S h a k e sp e a re 's  t r a g e d ie s  a re  v ic tim iz e d  e i t h e r  
by  t h e i r  ovrni f a u l t s ,  th e  w orld about them, o r  a  com bination o f th e  tw o. 
The t r a g i c  v ic tim  s u f f e r s  to  d ea th . O th e llo  b u rn s  o u t h i s  h e a r t .
Hamlet th in k s  to  d e a th . M acbeth t r e a d s  th rough  a murk o f co rp se s  and 
shadows u n t i l  Bim am  wood comes to  Duns inane and M acd u ff s b r ig h t  - 
sword sends him to  h e l l .  K ing L ear goes crazy, in c h  by in c h , d a u g h te r  
by  d a u g h te r . Each one g e ts  c a u ^ t  in  an in s id io u s  t r a p  vhere  ev ery  
s te p  fo rw ard  in c re a s e s  th e  l ik e l ih o o d  o f a b so lu te  lo s s  and th e  
im p o s s ib i l i ty  o f e v e r r e tu rn in g  to  a f e l i c i t o u s  s t a t e .  Human a m b itio n , 
je a lo u s y , u n k in d n ess , v a c i l l a t i o n  and d ecep tio n  la y  dovm th e  d ead ly  
s n a re s . F in a l ly  th e y  tak e  one s te p  in  th e  " r ig h t"  d i r e c t io n  (to w ard s  
d e a th )  and t h e i r  s u f f e r in g  ends. S h a lre sp ea re 's  t r a g i c  h e ro es  a l l  
f o r f e i t  t h e i r  l i v e s  a t  seme p o in t w ith in  th e  work, o f te n  because  th ey  
a re  fo rc e d  to  l iv e  up  to  an i d e n t i t y  which b r in g s  about t h e i r  own 
d e a th . Hamlet a s  son must revenge h i s  f a th e r ,  L ear must le a r n  th e  
lo v e  o f h i s  d a u g h te r  -  the  t r a g i c  p ro c e ss  in  Shakespeare deepens 
s e l f - r e c o g n i t io n  to  th e  p o in t o f  s e l f - d e s t r u c t io n .
S h a k e sp e a re 's  t r a g i c  p ro ta g o n is ts  and romance p ro ta g o n is ts  a re  
b o th  t r y in g  to  s u rv iv e , y e t on ly  one s e t  o f p ro ta g o n is ts  does s u rv iv e .
The W in te r 's  Tale c o n t r a s ts  o p p o s ite  k in d s  of em otion and th o u g h t
in  th e  c h a r a c te r  o f Leontes w ith  h i s  co n fusion  o f v a lu e s .  D uring most 
o f th e  p lay  he i s  dom inated by u n tru th s  co n cern ing  th o se  whom he h o ld s  
d e a r .  E i th e r  he m is ta k es  h i s  w ife  and b e s t  f r i e n d  f o r  a d u l te r e r s  o r  
th in lcs  he i s  m ourning a v/ife whoso d e a th  he caused .
(341)
The romance p ro ta g o n is ts  must a lso  fa c e  overwhelming odds which a re
s ta c k e d  a g a in s t  t h e i r  c o n tin u in g  s u r v iv a l ,  y e t  f o r  them th e  " g re a t
th in g  i s  to  l a s t . . . a n d  see and h e a r  and u n d e rs ta n d ," ^  and to  l a s t ,  as
c lo se  a s  p o s s ib le  on t h e i r  ovai te rm s. "To l i v e  in  e x tre m ity  i s  to  fa c e
overwhelm ing odds, a pred icam ent th e  t r a g i c  h e ro  av o id s  by d y in g ,
and th u s ,  from  th e  romance p o in t o f v iew , a  t r a g i c  d e a th  i s  an easy  way
o u t .  S h a k e sp e a re 's  romance h e ro es  and h e ro in e s  a re  b e a te n  dovn,
Thai s a , M arina, and Imogen a re  even l e f t  f o r  dead, b u t th e y  ( o r  th e
d ra m a tis t)  i n s i s t  upon t h e i r  own s u rv iv a l  a g a in s t  a l l  odds -  and th e y
a re  s u c c e s s fu l .  U ltim a te ly  S h a k e sp e a re 's  romance p r o ta g o n is ts  may be
tak en  as  emblems f o r  " l i f e ' s  own s tu b b o rn n e s s . . .a s  a  p r a c t i c a l  image
of th e  s e l f ,  as  th e  p ro sp e c tiv e  c a r r i e r  o f l i f e  and h o p e . . . a  type o f
5 3 9i d e n t i t y  commensurate v / i th . . .d a r k  a g e s ."  ^
B oth  tra g e d y  and romance may be u n d ers to o d  as a p ro cess  o f
a f f i r m a tio n  th ro u g h  s u f f e r in g  and th e  s tru g g le  f o r  s u rv iv a l .  "Wisdom /
5 4 0comes a lone  th ro u g h  s u f f e r in g ,"  and "grace comes somehow v io le n t"  in  
b o th  S h a k e sp e a re 's  t r a g e d ie s  and rom ances, b u t  each genre  p re s e n ts - th e  
p ro c e ss  o f knowledge th rough  s u f f e r in g  in  fu n d am en ta lly  d i f f e r e n t  ways. 
In  S h a k e sp e a re 's  t r a g e d ie s  th e  p r o ta g o n is ts ' q u a l i t i e s  a re  a ff irm e d  by 
t h e i r  e v e n tu a l d e a th , v/hereas in  th e  romances t h e i r  q u a l i t i e s  a re  
a ff irm e d  because  th e y  have overcome t h e i r  m o rta l t r i a l s  and th e  th r e a t
E rn e s t  Hemingway, D eath in  th e  A fternoon (London: Penguin Books, 
1 9 6 6 ), p .2 6 3 .
T errence  Des P re s , "The S u rv iv o r: On The E thos o f S u rv iv a l in  
E x tre m ity ,"  in  E n c o u n te r , Vol.XXXVII, S e p t .1971, p p .3 -19 , above quote
p .8 .
T errence  Pes P re s , "The S u rv iv o r: On The E thos o f Sui*vival in  
E x tre m ity ,"  op. c i t . ,  p . 3.
A eschy lus, Agamemnon, 176-177 ,183 , th e  L a ttim o re  t r a n s .  in  the  
U n iv e rs i ty  o f Chicago Complete Greek T rag e d ie s , A eschylus I  (C hicago: 
U n iv e r s i ty  P re s s ,  1953).
(342)
o f d e a th . Sholcespeare* s t r a g e d ie s  im press th e  audience w ith  an
im m ediate aw areness o f d e a th , d e a th  v/hich cannot he av o id ed . And "the
l i f e  t h a t  i s  co n tin u e d  i s  inform ed hy  th e  d e a th ; h as in d e e d .. .b e e n
c re a te d  by i t .  /Ânÿ^ in  a  c u l tu re  t h e o r e t i c a l l y  l im i te d  by  in d iv id u a l
e x p e rien ce  /su c h  a s  w este rn  c u l t u r e / ,  th e re  i s  no more to  say , when a
541man h a s  d ie d , b u t t h a t  o th e rs  a lso  v / i l l  d i e ."  As T ro ilu s  s a id :
"H ec to r i s  dead ; th e re  i s  no more to  say" ( T ro .V .x .2 2 ). C l i f f o rd  Leech
has  p o in te d  o u t t h a t  in  S h a k e sp e a re 's  t r a g i c  fo rm u la , " tra g ed y  i s
542concerned  w ith  th e  d ram atic  p re s e n ta t io n  o f an e n d in g ."  The t r a g i c  
p ro ta g o n is ts  r e s i s t  th e  in e v i ta b le ,  th e re  i s  no o f f e r  o f a romance way 
o f  a v o id in g  d e a th , and t h e i r  s t a tu s  i s  a ff irm e d  because  th e y  can 
endure to  th e  v e ry  end . K ent rem arks on th e  wonder o f K ing L e a r 's  
endu ran ce , o f how L ea r s e iz e d  h o ld  o f h i s  l i f e  and k e p t h im se lf  go ing  
beyond th e  n a tu r a l  l i m i t s  o f man: "The wonder i s  he h a th  e n d u r 'd  so
lo n g : /  He b u t u s u r p 'd  h is  l i f e "  ( L r . V . i i i . 3 1 6 -3 1 ?).^^^  As M acbeth 's  
m a lig n an t am b ition  ta k e s  over S c o tla n d  and M acb e th 's  own s o u l ,  he 
toughens h im se lf  in  o rd e r  to  win h i s  v i l l a in o u s  game and even o u t l iv e s  
th e  v /ife who f i r s t  seemed h i s  s u p e r io r  in  courage and te n a c i ty .
The power o f w i l l  and p e r s o n a l i ty  in  th e  l i v e s  o f S h a k e sp e a re 's  
t r a g i c  and romance p r o ta g o n is ts  a ls o  se rv e s  to  d i s t in g u is h  th e  two 
g e n re s . The t r a g i c  h e ro  can move fo rw ard  th ro u g h  th e  e x p lo ra tio n  o f 
h i s  own p e r s o n a l i ty ,  tov/ards what N ie tz sc h e  spoke o f  a s  th e  r e s o lu t io n  
o f  te n s io n  in  a h ig h e r  u n i ty  -  th e  A po llon ian  tran scen d en ce  o v er 
th e  D io n y siac  " s p e l l  of in d iv id u a t io n . . . th e  m a te rn a l womb of
Rajnond W illiam s, Modem Tragedy (London: C hatto  & Win dus, I 969) ,
p . 69.
C l i f f o rd  Leech, T ragedy  (London: M ethuen, I 969) ,  p . 68.
I t  i s  h a rd  to  a cc e p t the  arryimont t h a t  K ing L ear i s  a rom ance- 
l i k e  le s s o n  in  p a tie n c e  a s  Dtinby su g g es ted . V;hat good i s  p a tie n c e  to  
a  dead man? See: John P . Danby, P o e ts  on F o r tu n e 's  H i l l , o p .c i t . ,
Ch. 4 "King L ear and C h r is t ia n  P a tie n c e " .
(343)
t e i n g . " ^  Thus K ing L ear fo r s a k e s  h i s  s e l f - c e n t r e d  lo v e  and d e p a r ts
from  t h i s  l i f e  in  th e  arms o f a g r e a te r  lo v e . P rofound sorrow  b r in g s  
o u t g re a t  s t r e n g th  in  S h a k e sp e a re 's  t r a g ic  p ro ta g o n is ts .  S h a k e sp e a re 's  
t r a g i c  h e ro es  can d ig e s t  t h e i r  t r a g i c  s i tu a t io n  and th en  c a r ry  on 
tow ards d e a th . T his i s  a p la u s ib le  and en v iab le  s t r e n g th .  I t  i s  a 
s t r a n g e ,  overwhelm ing t r i b u t e  to  O th e l lo 's  c h a r a c te r  th a t  when he 
d is c o v e rs  h i s  m is tak e  in  k i l l i n g  Desdemona he i s  s t i l l  pow erfu l e n o u ^  
to  pun ish  h i s  ov/n crim e w ith  th e  rough ju s t i c e  o f s u ic id e .
In  S h a k e sp e a re 's  romances th e  s t r e n g th  o f th e  in d iv id u a l  p ro ­
ta g o n is t s  i s  more p r a c t i c a l l y  o r ie n te d ;  th e  g r i e f  i s  f e l t ,  endured , and
5 4 5overcome w ith o u t d e s tro y in g  th e  g r ie v e r .  ^ The s u rv iv a l  of the  
p ro ta g o n is ts  in  th e  romances i s  a r e s u l t  o f Shakespeare h av in g  o rd e red  
th e  f o r c e s  o f  e v i l  w ith in  a  scheme o f  l a s t i n g  ren ew al. The fo r c e s  o f 
e v i l  prod  th e  h e ro  o r  h e ro in e  fo rw ard  and h e lp  c re a te  the  reu n io n  o f th e  
p ro ta g o n is ts  and h i s  im m ediate s o c ie ty .  Shakespeare accom plishes t h i s  
in  th e  rom ances v /ith o u t f o r f e i t i n g  th e  im portance o f th e  s u f f e r in g  
p ro ta g o n is ts  a s  m ed ia to rs  betw een th e  aud ience and th o se  fo r c e s  which 
a re  much g r e a te r  th an  a c to r  o r  au d ience : fo r tu n e ,  chance , c o in c id e n c e , 
f a t e ,  doom, lu c k , n e c e s s i ty ,  and p ro v id en ce . In  S h a k e sp e a re 's  
t r a g e d ie s  th e se  fo r c e s  produce th e  h e r o 's  d e a th , i n  h is  romances th e y  
le a d  to  th e  h e r o 's  re c o v e ry .
• A romance end ing  o f f e r s  some o f th e  in te n s e  c a th a r t i c  p le a su re  o f 
tra g e d y , th e  sense o f  hav in g  o n e 's  em otions s t i l l e d  th ro u g h  an 
ex p e rien c e  o f s u f f e r in g  and r e s o lu t io n ,  o f le a r n in g  abou t th e  
d e s t r u c t iv e  fo rc e  o f e v i l  and undergo ing  a f e e l in g  o f d e s p a ir  and ru in
F r ie d r ic h  N ie tz sc h e , The B ir th  o f Tragedy & The Genealogy o f 
M orals (New York: B oubleday, 1956), p .97, t r a n s .  F . G o lf iin g .
The two e x c e p tio n s  here  a re  Posthumus L eo n a tu s, who re a d s  l ik e  
a t r a g i c  th row -back , and M am illiu s , whose un ique d e a th  a s  a member o f 
th e  c i r c l e  o f romance p ro ta g o n is ts  a c c e n tu a te s  what i s  irred eem ab le  
in  th e  c h a r a c te r  o f L eo n tes .
(344)
in  sympathy w ith  th e  p ro ta g o n is t .  One o f S h a k e sp e a re 's  romance 
p r o ta g o n is ts ,  P ro sp e ro , even le a v e s  th e  aud ience w ith  th e  im p ressio n  
o f a  man v/ho p o sse sse s  some o f th e  co ld  l u s t r e  o f e x c e lle n c e  v/hich one 
a s s o c ia te s  w ith  th e  g r e a te s t  t r a g ic  h e ro e s . O therw ise th e  end ings in  
th e  two gen res  a re  q u ite  d i f f e r e n t  in  S hakespeare . The t r a g e d ie s  end 
in  a  p la c e  where d e a th  i s  p re s e n t and th e re  i s  e i t h e r  th e  r e a l i t y  o r 
th e  prom ise o f a  sh a rp , h loody b reak  v /ith  th e  p a s t .  The romances end 
in  f a m i l i a r  t e r r i t o r y  where love  i s  a ff irm e d  in  o p p o s itio n  to  th e  t r a g ic  
fo rc e  o f d e a th , a p lace  where th e  p ro ta g o n is ts  a re  r e v i t a l i z e d  and 
th e re  i s  th e  prom ise t h a t  th e  o ld  ways v / i l l  be renew ed.
F rank  Kermode h as  argued  th a t  a l l  end ings in  l i t e r a t u r e  may be 
view ed in  a n e g a tiv e  f a s h io n , n o tin g  th a t  "The End. . . r e f l e c t / s /  th e  
i r r e d u c ib ly  in te rm e d ia ry  p re o c cu p a tio n s , p e o p l e /  f e a r  i t ,  and , as  
f a r  a s  we can s e e , have alw ays done so ; th e  End i s  a f ig u r e  f o r  t h e i r  
own d e a th s . (S o , perhaps a re  a l l  ends in  f i c t i o n ,  even i f  p r e s e n te d . . .  
a s  c a th a r t i c  d is c h a rg e s ) . N orth rop  F rye has n o ted  in  p a r t i c u l a r
about th e  h ig h e s t  form  o f romance th a t  i t  em phasizes "myths c lo s e ly  
connec ted  p s y c h o lo g ic a lly  w ith  a r e tu r n  to  th e  womb," th e  l a s t  phase o f 
a " s o c ie ty  / w h i c ^  h as run  th e  f u l l  course  from in fa n c y  to  d e a th ."
The p ro ta g o n is ts  in  S h a k e sp e a re 's  rom ances a l l  show a s tro n g  d e s i r e  to  
r e tu r n  to  an o r ig in a l  s t a t e ,  a tendency  which one may n o te  as  w e ll in  
th e  o th e r  romances which we have examined th roughou t t h i s  s tu d y  -  from  
Odysseus* d e s ir e  to  r e tu r n  to  I th a c a ,  to  P ro s p e ro 's  d e s i r e  f o r  M ilan , 
from  C h a r ic le a 's  d e s ir e  f o r  th e  love  o f h e r  p a re n ts  to  P e r i c l e s ' 
a p p a re n tly  h o p e le ss  d e s ir e  to  re g a in  M arina and T hais a .
The k in d  o f end ings su g g ested  by Kermode and Frye p ro p e r ly  b e lo n g
Sense o f an E nding -  S tu d ie s  in  th e  Theory o f F ic t io n  (London: 
Oxford U n iv e rs ity  P re s s ,  I 967) ,  p . 7*
547 N• F ry e , Anatomy o f C r i t ic is m , op . c i t . , p . l8 6 .
(345)
to  th e  f i c t i o n  o f  traged y  ra th er  than  romance. In c o n tr a s t  to  
S h ak esp eare's  t r a g e d ie s ,  S h ak esp eare's  romances do n o t conclude w ith  a 
retu rn  to  d ea th . The romances end w ith  a b a lan ce betw een l i f e  and 
d ea th , lo v e  and h a te fu l  d e s tr u c t io n ;  both  have been adm itted  in to  the  
romance a s  tru e  and n e c e ssa r y . The romances f i l l  out a th em atic
p a tte r n  o f  reu n ion  and a f f ir m a t io n , a s tr u g g le  a g a in s t  death  and a
r e c o g n it io n  o f  th e  darker powers which cou n terb alan ce th e l i g h t .  
S h ak esp ea re 's  romance en d in gs su g g est th a t  when l i f e  i s  anim ated by a 
lo v e  tem pered by th e  "nobler reason" o f  v ir tu e  and mercy -  then  lo v e  
can o f f s e t  th e  powers o f  d ark n ess. There i s  an em in en tly  pragm atic  
s p i r i t  a t  th e  b ase  o f  t h i s  romance p a tte r n . Most im portant c h a r a c te r s  
in  romance are hard ,and c r a f ty  enough to  s u r v iv e , and g e n t le  enough to
d eserv e  to  su r v iv e . No m atter how c lo s e  th ey  g e t  to  g iv in g  up the
s p i r i t ,  th ey  are r a r e ly  p o sse sse d  w ith  a d e s ir e  to  go up in  fla m es  
l i k e  a t r a g ic  p h oen ix . I f  th ey  must shed t h e ir  b lo o d  i t  i s  done more 
l i k e  th e  m y th ica l p e lic a n  which b le e d s  in  order to  fe e d  i t s  c h ild r e n .  
The romance h ero es  m ight l i s t e n ,  a s  Odysseus l i s t e n e d  to  the song o f  
th e  S ir e n s  or P e r ic le s  p a id  a t te n t io n  to  the m usic o f  tem p tation  in  th e  
co u rt o f  K ing A n tio ch u s, to  the b e a u t i fu l  songs which cou rt d eath  and 
d e s tr u c t io n . But th ey  w i l l  d e v ise  a way to  prevent t h e ir  own death  and 
a ssu re  th em selv es  o f  a way back home. In S h ak esp eare's  romances th e  
p r o ta g o n is ts  seek  hope and s a t i s f a c t io n  b e fo re  g lo r y , s u r v iv a l r a th e r  
than fam e. Amid the wonder o f  the form n oth in g  cou ld  be l e s s  s tr a n g e .
A fterw ord
The l a s t  q u estio n  one should  ask  in  a stud y  o f t h i s  nature i s ,  
"V/here does one go from here?" The answer i s  th a t one sh ou ld  re tu rn  
to  an in v e s t ig a t io n  o f  S h ak esp eare's  developm ent o f  th e  romance 
m u ltiv e r se  amid h is  own h ig h ly  c h a r a c t e r is t ic  method o f  r e p r e se n t in g  
o p p o s ite  e lem en ts w ith  equal f o r c e .  Shakespeare a r r iv e d  a t  romance as
(346)
t h a t  form  o f  drama w ith  which he h r o u ^ t  to  cu lm in a tio n  h i s  a r t i s t i c
c a r e e r  as  a n a tu r a l  outcome o f h i s  d ev e lo p in g  a b i l i t y  to  b a lan ce
d iv e rs e  e lem en ts . I f  th e  form o f romance d id  n o t a lre a d y  e x i s t  in
h i s  own day , he m ight have in v e n te d  i t .  He needed a form of
l i t e r a t u r e  l i k e  romance a t  th e  end o f h i s  c a r e e r  in  w hich, a s  Jo rg e
L u is  B orges has s a id  o f S h a k e sp e a re 's  a r t ,  " l ik e  th e  E g y p tian  P ro teu s
548he was ab le  to  ex h au st a l l  th e  ap p earan ces  o f b e in g ."
Jo rg e s  L u is  B orges, in  "E v ery th in g  & N o th in g ,"  in  A P e rso n a l 
A nthology (London: P ic a d o r  Books, 1972), p .96 .
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Appendix i i
S h a k e sp e a re 's  Romances and H erodotus' H is to r ie s  *
The genre o f romance d id  n o t suddenly  blossom  ag a in  in  the  
H e l l e n i s t i c  romances a f t e r  ly in g  dormant f o r  c e n tu r ie s  a f t e r  Homer 
w rote th e  O dyssey. From th e  tim e o f th e  e a r ly  Greek e p ic  to  t h a t  o f the  
H e l l e n i s t i c  romances s t r e tc h e s  a p e r io d  o f  about one thousand  y e a rs  in  
which th e re  was accum ulated  one o f th e  r i c h e s t  b o d ie s  o f l i t e r a t u r e  th e  
w orld  h a s  e v e r known. Forms o f  rom ance, in c lu d in g  th e  O dyssey, were 
v i t a l  p a r t s  o f t h i s  t r a d i t i o n  and one may t r a c e  a c l e a r  l i n e  of 
developm ent in  the grow th of romance from Homer's O dyssey, th ro u g h  th e  
l y r i c  p o e ts  A rch ilo ch u s (7 th  c.B C ), Sappho ( f l .  c . 6IO -C .58OBC), A lcaeus 
( 0 . 620- 0 . 580) ,  H erodotus ' H is to r ie s  ( 0 .425 BC), s e le c te d  dramas o f 
E u r ip id e s , A ris to p h a n es , and M enander, A p o llo n iu s ' A rg o n au tio a ,
L u c ia n 's  f a n t a s t i c  t a l e s ,  C allim achus' love e le g i e s ,  T h e o c r itu s '
I d y l l s , and f i n a l l y  down to  th e  A e th io p ic a , C litophon  & L eu c ip p e ,
D aphnis & Chloe and A p o llo n iu s  of T y re .
The H e l l e n i s t i c  romances were e s p e c ia l ly  i n f l u e n t i a l  in  E l i z a -  
b e th an -Jaco b ean  l i t e r a t u r e ,  a s  i n d i r e c t l y  was t h e i r  g u id in g  p a t te r n  f o r  
rom ance, Hom er's O dyssey, and a w ide-range o f l a t e  C la s s ic a l  works 
such a s  A p u le iu s ' The Golden Ass v/hich were " ta k e -o f f s "  on th e  
H e l l e n i s t i c  rom ances. Amid t h i s  wide number o f in f lu e n c e s  on drama 
in  th e  age o f S hakespeare , H erodo tus ' H is to r ie s  s tan d s  o u t a s  an ov er­
loo k ed  work v/hich p o s s ib ly  cou ld  have in f lu e n c e d  th e  c o n s tru c tio n  o f 
S h a k e sp e a re 's  l a s t  p la y s  and in  tone and s t r u c tu r e  b e a r s  some n o ta b le  
s i m i l a r i t i e s  w ith  S h a k e sp e a re 's  rom ances.
When "B .R ." , th e  E liz a b e th a n  t r a n s l a t o r  of H erodotus in tro d u c e s
* T his appendix  o r ig in a l ly  appeared  as  an addendum in  th e  summer 
1977 is s u e  o f S a lzb u rg  S tu d ie s  in  E n g lish  L i te r a tu r e  -  Jacobean Drama 
S tu d ie s , p p .95-100* The v e rs io n  p re se n te d  h e re  has been a l t e r e d  by the  
a d d i t io n  of ap p ro x im ate ly  fo u r  hundred and tw enty  f iv e  w ords.
(353)
The Fam ous H ystory  o f H erodotus he d e s c r ib e s  i t  much a s  Shakespeare
Gower m ight in tro d u c e  S h a k e sp e a re 's  rom ances:
V ertue b ia se d  w ith  e x c e lle n c y , v ic e  de faced  w ith  
in fa m y .. .a u n c ie n t f r ie n d s h ip  tu rn e d  to  enm ity , m o r ta l l  
h a tre d  c o n v e r tie d  to  a m it ie .  . . .b r i e f ly ,  a l l  t h i n g s . . . t h a t  
may e y th e r  f o r  p r o f i t  avay le  th e  re a d e r  o f f o r  p le a su re  
d e l ig h t  h im . . . th e  d e ly g h te  /b e in g  i n / . . .e v e ry  way 
s in g u la r s ,  a sovera igne  m edicine f o r  th e  c a re s  o f th e  
m ind, a speedy remedy f o r  th e  g r i e f s  o f th e  body.^
N e v e r th e le s s , among th e  g re a t  d ea l o f c r i t i c i s m  which h as  accum ulated
in  th e  p a s t  few  decades on the  s u b je c t  of S h a k e sp e a re 's  rom ances, no one
h a s  m entioned th e  p o s s ib le  in f lu e n c e  o f H erodo tus ' H is to r ie s  on
P e r i c l e s , C ym beline, The W in te r 's  T a le , and The Tempest -  a lth o u g h  in
l a t e  V ic to r ia n  tim es i t  was. su g g ested  to  be a s  i n f l u e n t i a l  a s
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H e lio d o ru s ' A e th io p ic a  m ight have b een . • A p o s s ib le  in f lu e n c e  of 
H erodotus on Shakespeare i s  n o t f a r  f e tc h e d  ( i n  th e  w id est sense o f 
mood, a tm osphere , and s t r u c tu r e ) ,  s in ce  f i r s t  o f a l l  a f in e  t r a n s l a t i o n  
o f H erodotus was a v a i la b le  from I 584 onward in  England, and second ly
Famous H ystory  o f H erodotus: CONTSYNING THE DISCOURSE OF DIVERS 
COUNTREYS, THE SUCCESSION OF THEYR KINGS: THE ACTES AîTD EXPLOYTES 
ATCHIEVED BY THEM: THE LAV/ES AITD CUSTOr.SS OF EVERY NATION: WITH THE 
TRUE DESCRIPTION AND ANTIQUITIE OF THE SAI.IB. DEVIDSD DITO NINE BOOKS. 
ENTITULED WITH THE NAMES OF THE NINE MUSES I 584, t r a n s la te d  in to  
E n g lish  by B.R. (London: C onstable & C o .,L td .,  I 924) ,  The Tudor 
T r a n s la t io n ,  Second S e r ie s ,  V o l.V I . , t h i s  quote i s  from  "B .R .' s" 
in t r o d u c t io n .
"B .R ." may be Barnaby R ich (1540? -  I 617) ,  t r a n s l a t o r  o f M atteo 
B a n d e l lo 's  "Of A polonius & S i l l a "  -  th e  d i r e c t  source o f T w elfth  N ig h t.
F o r more on t h i s  h y p o th e s is , see : T.M. C r a n f i l l  and D.H. B ruce,
B arnaby R ich : A S h o rt B iography (A u s tin , Texas: U n iv e rs i ty  o f Texas P re^s )
The Greek t e x t  o f H erodotus which I  compared w ith  "B.R. ' s" t r a n s ­
l a t i o n  h as been HRODOTOY ISTORIA, H erodotus (New York: G.P. Pu tnam 's 
Sons, 1921) ,  ed . A.D. Godley, IV V o ls .
2 S ee, f o r  in s ta n c e ,  th e  n o ta b le  absence o f re fe re n c e s  in  W .Velz, 
S hakespeare & The C la s s ic a l  T ra d it io n  -  A C r i t i c a l  Guide to  Commentary,
166O -I9 60 ( Minneapol i s :  U n iv e rs ity  of M innesota P re s s ,  1968);
Reuben A. Brow er, Shakespeare & The Graeco-Roman T ra d it io n  (New York & 
O xford: U n iv e rs ity  P re s s ,  I 971T 5 C .G esncr, Shakespeare & The Greek 
Romances (L ex in g to n : U n iv e rs ity  o f K entucky P re s s , 1970l". Theobald 
argued  th a t  th e  passage in  Twe l f t h  N ight which i s  u s u a l ly  a t t r i b u t e d  to  
H e l i^ d .o r u s ( ^ ,V .i .  111- 114) cou ld  a ls o  be a t t r i b u t e d  to  H erodotus. See:
W. Theobald, The C la s s ic a l  Elem ent in  th e  Shakespeare P lay s  (London:
R. Banks & SonJ7 P.177«
(354)
Herodotus* H is to r ie s  i s  la c e d  w ith  a  la rg e  amount o f th e  same k in d  o f
romance m a te r ia l  and s t r u c tu r in g  which one a ls o  f in d s  in  S h a k e sp e a re 's
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rom ances. H erodo tus ' H is to r ie s  o f f e re d  Shakespeare th e  same type  o f
" l i t e r a r y  warehouse" o f b a s ic  p lo ts  and a wide a sso rtm en t of c h a ra c te r s
which H o lin g sh ed 's  C h ro n ic le s  o f f e re d  him..*
In  th e  E liz a b e th a n  t r a n s l a t i o n  o f H erodotus ' H is to r ie s  the  n a r r a ­
t iv e  u n fo ld s  w ith  a  g re a t  d e a l o f charm and s o p h is t i c a t io n ,  a m ix tu re  
o f  s e r io u s  in t e n t  and whimsy. The tone  i s  u rb an e , s l i g h t l y  lo q u a c io u s , 
prone to  be c r i t i c a l ,  b u t r a r e ly  u n reaso n ab le  o r hum ourless. Most o f 
a l l ,  th e  in d iv id u a l  s t o r i e s  w ith in  H e ro d o tu s 's  H is to r ie s  a re  conveyed 
w ith  a g re a t d e a l o f f a s c in a t io n  f o r  th e  m a te r ia l  in v o lv e d . H erodotus 
had  a  keen  eye f o r  u n u su a lly  e n te r ta in in g  and in fo rm a tiv e  in c id e n ts  
which he jo in s  to g e th e r  by  means o f an a s s o c ia t iv e  a s  opposed to  a 
s t r i c t l y  r a t i o n a l  c o n t in u i ty ,  a type o f s t r u c tu r in g  which A lb in  Lesky 
i d e n t i f i e s  a s  " a rc h a ic " ^  -  b u t which we have found in  t h i s  s tu d y  to  be 
a mark o f S h a k e sp e a re 's  ov/n romance dram aturgy.
The f la v o u r  o f H erodotus ' Greek, as  w e ll as "B .R .' s" t r a n s l a t i o n ,  
i s  a ls o  d is c u r s iv e  and lo q u a c io u s . H erodotus i s  a w r i te r  who e a s i l y  
g e ts  c a r r ie d  away w ith  h i s  p a re n th e s is ,  as  i f  h i s  s ty le  was developed  
and re c o rd ed  in  d i r e c t  resp o n se  to  th e  needs of. o r a l  d e l iv e r y .  "That
Among E n g lish  and S c o t t i s h  i n t e l l e c t u a l s  o f th e  E liz a b e th a n -  
Jacobean  p e r io d  th e  n o to r ie ty  o f  H erodo tus ' H is to r ie s  i s  i l l u s t r a t e d  
by R. C arew 's t r a n s l a t i o n  (p u b lish e d  in  I 6O8 b u t in c lu d in g  an 
in t r o d u c t io n  which i s  d a te d  I 566) o f H enri E s t ie n n e 's  s c h o la r ly  
v in d ic a t io n  o f  H erodotus. An o r ig in a l  copy of t h i s  work i s  a v a i la b le  
in  th e  s p e c ia l  E liz a b e th a n  c o l le c t io n  of th e  U n iv e rs ity  o f London 
L ib ra ry . See: H enri E s t ie n n e , A World o f Wonders o r  An In tro d u c tio n  to  
A T r e a t is e  Touching th e  C o n fo rm ities  o f A ncient and Modern Wonders: o r 
a p re p a ra t iv e  t r e a t i s e  to  the  A pologie f o r  H erodo tus. The argum ent 
w hereof i s  tak en  from  th e  A pologie f o r  H erodotus w r i t te n  in  L a tin  by 
Henry S tephen , and co n tin u ed  h e re  by th e  A uthor h im s e lf . T ra n s la te d  ou t 
o f th e  b e s t  c o r re c te d  F rench  co p ie . Edenburgh: Im p rin ted  by Andrew 
H art 8c R ichard  Lawson, I 6O9 .
^ A lb in  Lesky, A H is to ry  of Greek L i te r a tu r e  (London: M ethuen, I 966) ,  
p . 310.
(355)
H erodotus developed a s  he w rote and s h i f t e d  h is  in te n t io n s  a s  he 
developed  i s  an assum ption  j u s t i f i e d  hy in d ic a t io n s  p re s e n t in  th e  
work. I t  i s  a ls o  i n t r i n s i c a l l y  l i k e l y .  He l iv e d  in  an age when 
'g e n r e s ’ were f l u i d ,  when e x p e rim en ta tio n  was th e  norm ." Shakespeare 
would have found in  the  H is to r ie s  a  f in e  example o f  a  n a r r a t iv e  which 
in c lu d e s  a  p l u r a l i t y  o f  genres and s t i l l  manages to  ach ieve  l i t e r a r y  
w ho leness. H erodo tus ' s ty le  of n a r r a t iv e  i s  c lo se  to  th a t  o f Hom er's 
O dyssey, a s  C la s s ic a l  s c h o la rs  have lo n g  n o te d ,^  a  type o f work in  
which th e  "poet lau n ch es  ou t in to  a  r e a lm ., .a d o rn e d .. .w ith  th e  c o lo u rs  
o f p o e t r y ^ . . / a n d /  n o t g r e a t ly  t ro u b le d  hy in c o n s i s t e n c ie s . . . / e s p e c i a l l y  
w ith  re g a rd  t o /  d e t a i l s  o f tim e /w hich  a r e /  p l a in ly  in c r e d ib le ." ^
As in  S h a k e sp e a re 's  P e r i c l e s , Cym beline, The W in te r 's  T a le , and 
The Tem pest, one c o n fro n ts  in  th e  H is to r ie s  a v a s t  w orld  o f im p ersonal 
f o r c e s  and in d iv id u a l  s t r iv in g s  -  e v e n tu a lly  a d ju s te d  in  ways which 
few , i f  any , o f th e  c h a ra c te r s  e x p ec ted . L ike P e r i c l e s , th e  H is to r ie s  
ta k e s  p lace  a g a in s t  th e  l i m i t l e s s  background o f th e  N ear E a s t .  As in  
Cymbeline and The W in te r 's  T a le , d ig re s s io n s  on th e  ways o f a  fo re ig n  
c o u n try  ( i n  Cymbeline on Rome and I t a l i a n s ;  in  The V /in te r 's  Tale on 
Bohemia and Bohemians) e v e n tu a lly  le a d  back to  i s s u e s  o f in te r n a t io n a l  
c o n f l i c t  and r e c o n c i l i a t io n .  As in  The Tempest, one man’ s c o n tin u o u s ly  
shrewd p e rc e p tio n s  on th e  u n s e t t l e d  a f f a i r s  o f mankind (P ro sp e ro  in  
The Tem pest; H erodotus in  th e  H is to r i e s ) i s  one o f th e  p r in c ip a l  
o rd e r in g  fo r c e s  w ith in  th e  l i t e r a r y  com position  a lo n g  w ith  th e  fo rc e  
o f  em o tiona l analogy  and th o u g h t a s s o c ia t io n .
^ C h arles  W. F o m a ra , H erodotus -  M  I n te r p r e t iv e  E ssay  (O xford: 
C larendon P re s s ,  1 9 7 1 ) >  P * 9 2 .
^ A lb in  Lesky, A H is to ry  o f Greek L i t e r a tu r e ,  op . c i t . , p . 320; A.D. 
Godley, ed . HRODOTOY ISTORIA, H ero d o tu s , op . c i t . , see e s p e c ia l ly  h i s  
in t r o d u c t io n  to  V o l.2 of th e  H is to r ie s .
^ A.D. Godley, i b i d . , p p .v i i ,x v i  in  V o l.2.
(356)
B oth H erodotus ' work and S h a k e sp e a re 's  romances a re  concerned  w ith  
th e  p o s s i b i l i t y  o f g lo ry  d y ing  ou t in  a younger g e n e ra tio n  o r  o f a 
n o b i l i t y  v/hich s u l l i e s  i t s e l f ,  and in c lu d e  a love s to r y  as a  s e r io u s  
p a r t  o f th e  n a r r a t iv e .  T h em is to c les ' ambiguous, dom inating  p resence  in  
th e  sev en th  and e i ^ t h  book of The H is to r ie s  p la c e s  th e  theme of in d iv ­
id u a l  c u p id i ty  and n o b i l i t y  a t  th e  h e a r t  o f the  whole n a r r a t i v e .  The 
e t h i c a l  c o n s id e ra t io n s  dra'wn from T h em isto c les ' s to ry  o f fame and 
d ish o n o u r a re  a s  d is tu rb in g  and d is r u p t iv e  f o r  th e  e v e n tu a l r e s o lu t io n  
o f The H is to r ie s  as  a re  th e  r o le s  o f Cleon and Dionyza in  P e r i c l e s , 
C lo ten  and th e  Queen in  Cym beline, L eontes and A utolycus in  The 
W in te r 's  T a le , and P ro sp e ro 's  b ro th e r  A ntonio in  The Tempest. A ll o f 
th e se  c h a r a c te r s  u p s e t th e  w orld  in  which th ey  l iv e  by p o sse ss in g  a 
s t a t u s ,  e i t h e r  by b i r t h r i g h t ,  s k i l l  o r  ch ican e ry , o f  which th e y  a re  
m o ra lly  unw orthy.
H erodotus was th e  f i r s t  c l a s s i c a l  ’w r ite r  to  in c lu d e  lo v e  s t o r i e s
g
in  h i s  work in  th e  name of h i s to r y .  The love  s t o r i e s  are- c i t e d  
because  o f t h e i r  p o l i t i c a l  im portance and because o f t h e i r  i n t r i n s i c  
human i n t e r e s t .  H erodo tus ' u se  of love  s to r i e s  s e t  a p reced en t f o r  
H e l l e n i s t i c  rom ances, a llo w in g  them to  assume a q u a s i - h i s t o r i c a l
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te ch n iq u e  in  t h e i r  n a r r a t iv e ,  b u t H erodotus a lso  may have in f lu e n c e d  
S h a k e sp e a re 's  cho ice  o f love  s t o r i e s  as a  s e r io u s  th e m e .P o s th u m u s
8 The H is to r ie s  b e g in s  by p o in tin g  to  th e  rape o f lo  by  P h oen ic ian  
m erchan ts  a s  th e  f i r s t  cause o f th e  d is se n s io n  betw een th e  G reeks and 
th e  people  o f th e  N ear E a s t ,  and then  l i s t s  a s e r i e s  of s im ila r  
p ro v o c a tio n s  by b o th  s id e s ;  th e  Greeks abduction  o f th e  P ho en ic ian  
g i r l  E uropa, J a s o n 's  ab d u ctio n  o f Medea, and f i n a l l y  th e  rap e  o f Helen 
by P a r is  th e  son o f P riam . See: H i s t o r i e s , 1,1-5*
^ F o r more on th e  H e l le n i s t i c  rom ances' u se  o f h i s t o r i c a l  n a r r a t iv e  
s ty l e s  se e : C .G esner, Shakespeare & The Greek Romances, o p .c i t . , C h .I; 
G ieuseppe G iangrànde, "On the  o r ig in s  of th e  Greek Romance : the  b i r t h  
o f a  l i t e r a r y  fo rm ,"  E ran o s , V ol.LX ,1962, p p .132-159*
As Theobald n o te d  about S h a k e sp e a re 's  p o s s ib le  use o f th e  s to ry  of 
R ham pisin tus in  T w elfth  N ig h t , op. c i t . , f n .2 ,  t h i s  in f lu e n c e  co u ld  have 
co n tin u ed  in  the  rom ances.
(357)
L e o n a t u s  a n d  I m o g e n  i n  C y m b e l i n e  a n d  F l o r i z e l  a n d  P e r d i t a  i n  T h e  
W i n t e r * s  T a l e  a r e  o f f e r e d  a s  a  s e r i o u s  e x a m p l e  o f  h o w  l o v e  a f f a i r s  c a n  
e f f e c t  w a r r i n g  n a t i o n s  o r  a  c o u n t r y * s  i n t e r n e c i n e  s t r u g g l e s .  P o l i t i c a l  
a f f a i r s  a n d  a f f a i r s  o f  t h e  h e a r t  a r e  h y  n o  m e a n s  t w o  u n c o n n e c t e d  w o r l d s  
i n  S h a k e s p e a r e ' s  r o m a n c e s .  I n d e e d ,  i n  a l L  h u t  P e r i c l e s  t h e  p e a c e  a n d  
w e l l - b e i n g  o f  a  k i n g d o m  i s  a s s u r e d  b e c a u s e  o f  a  b e t r o t h e d  o r  n e w l y  w e d  
c o u p l e .
F r o m  t h e  t i m e  o f  A r t h u r  ( Q u i l l e r - C o u c h ,  H . B .  C h a r l t o n  a n d  L y t t o n
S t r a c h e y  a  r e a d i n g  o f  S h a k e s p e a r e ' s  l a s t  p l a y s  h a s  e x i s t e d  w h i c h
a c c u s e s  t h e m  o f  b e i n g  r a m b l i n g ,  a p p a r e n t l y  f o r m l e s s  n a r r a t i v e s .
A l t h o u g h  t h e  m e a n i n g  o f  t h i s  r a m b l i n g  h a s  s u b s e q u e n t l y  b e e n  e x p l a i n e d
a s  p a r t  o f  t h e  a t t r a c t i o n  o f  t h e  l a s t  r o m a n c e s , t h e  f a c t  o f  i t s ,
e x i s t e n c e  h a s  n o t  a l t e r e d .  O n e  o f t e n  g e t s  t h e  s a m e  n a r r a t i v e  i m p r e s s i o n
o f  b e i n g  i n v o l v e d  i n s i d e  t a l e s - w i t h i n - t a l e s  a s  i n  H e r o d o t u s '  H i s t o r i e s .
T h i s  r e a c t i o n  t o  H e r o d o t u s  i s  j u s t i f i e d ,  f o r ,  a s  h e  a d m i t s  f r o m  t h e
f i r s t  b o o k  o f  T h e  H i s t o r i e s ,  h e  i n t e n d s  t o  r e c o r d  w h a t e v e r  a s t o n i s h i n g
a c h i e v e m e n t s  s e e m  w o r t h y  o f  r e m e m b r a n c e .  A d d e d  t o  h i s  i n c i d e n t a l
w a n d e r i n g s  t h e r e  i s  t h e  d i z z y i n g  f a c t  t h a t  i n  T h e  H i s t o r i e s  t h e  " f i n a l
p o r t i o n  o f  a  s t o r y  i s  a l v / a y s  o p e n  t o  f u r t h e r  a t t a c h m e n t ,  s o m e t h i n g  t r u e
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o f  t h e  w o r k  a s  a  w h o l e . "  Y e t  i n  T h e  H i s t o r i e s  a n y  n a r r a t i v e  
d i g r e s s i o n  w i l l  e v e n t u a l l y  r e t u r n  t o  t h e  s u b j e c t  o f  t h e  G r e e k - P e r s i a n  
e n m i t y ,  j u s t  a s  i n  S h a k e s p e a r e ' s  r o m a n c e s  a n y  d i g r e s s i o n  w i l l  e v e n t u a l l y  
l e a d  b a c k  t o  t h e  r e u n i o n  o f  t h e  s c a t t e r e d  f a m i l y .  A l t h o u g h  t h e  
u l t i m a t e  c o n c e r n s  i n  H e r o d o t u s  a n d  S h a k e s p e a r e  a r e  n o t  i d e n t i c a l ,  t h e
E s p e c ia l ly  in  C l i f f o rd  Leech, "The S tru c tu re  o f th e  L a s t P la y s ,"  
S hakespeare Survey 11 (1958)> p p .19-30 ; D ouglas P e te rs o n , Time, T id e , 
and Tem pest: A Study o f Shakespeare* s Romances (San M arino: 1913)*
H.R. Immerwahr, Form & Thought in  H erodotus ( C leveland : 1 9 6 6 ) ,p .9* 
A  u s e f u l  a d d i t io n  to  Immerwahr* s a n a ly s is  o f H erodotus i s  Henry V/ood's 
The H is to r ie s  o f H erodotus -  An A n a ly s is  o f th e  Formal S tru c tu re  ( The 
Hague, P a r is :  Mouton, 1972), see e s p .p p .14-15*
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n a r r a t iv e  methods a re  s im i la r .
L ike Shakespeare*s l a s t  rom ances, Herodotus* w ide ly  s c a t te r e d  
n a r r a t iv e  i s  t ig h te n e d  a s  th e  work approaches i t s  en d in g . In  one se n se , 
in  h o th  Shakespeare and H erodotus, th e  l o s t  a re  found a s  soon a s  th e  
accum ulated  in fo im a tio n  i s  c o o rd in a te d  about th e  d e c id in g  s t r u g g le .
B oth  a u th o rs  d i r e c t  t h e i r  work tow ards an end ing  which c o n ta in s  a 
c r u c ia l  r e v e r s a l  ex p ec ted  by  the  aud ience  (w ith  th e  ex ce p tio n  o f 
Hermione*s r e tu r n  in  The Winter* s T a le ) b u t u nexpec ted  by  th e  c h a r a c te r s  
in v o lv e d . In  The H is to r ie s  t h i s  c r u c ia l  r e v e r s a l  i s  th e  b a t t l e  o f 
S a l a m i s , w hereas in  th e  l a s t  romances i t  i s  th e  r e tu r n  o f th o se  lo v ed  
ones l o s t  beyond a l l  p o s s ib le  hope o f re c o v e ry .
But th e  end ing  o f The H i s to r i e s , l i k e  th e  ending  o f Shakespeare* s 
l a s t  rom ances, cannot b r in g  e v e ry th in g  to g e th e r .  What do th e  f ly in g  
snakes o f A ra b ia , spoken o f in  d e t a i l  in  th e  second and t h i r d  books 
o f  The H i s to r i e s , have to  do w ith  th e  b a t t l e  o f S alam is?  S im ila r ly ,  
Shakespeare  b r in g s  in  e lem en ts w ith o u t f i rm ly  r e c o n c i l in g  them; n o te  
how in  The W inter*s Tale P au lin a* s  husband A ntigonus i s  g ro te sq u e ly  and 
u n re a so n a b ly  devoured by a b e a r ,  how A ntonio i s  unchanged and 
u n re c o n c ile d  a t  th e  end o f The Tem pest.
B oth The H is to r ie s  and Shakespeare*s l a s t  romances show a 
p re o c cu p a tio n  w ith  a s to n is h in g  in c id e n ts ,  e s p e c ia l ly  f o r  th e  q u irk s  
o f f a t e  and th e  d iv e r s i t y  o f human c h a r a c te r .  H igher pow ers, be i t  
Herodotus* a t t e n t io n  to  o ra c le s  o r  Shakespeare*s in c lu s io n  o f J u p i t e r ,  
p la y  t h e i r  p a r t ;  b u t th ey  a re  d e a l t  w ith  re s e rv e d ly .  The ro le  o f any 
supra-hum an fo rc e  w ith in  t h e i r  r e s p e c t iv e  works i s  im p o rtan t on ly  in  so 
f a r  a s  t h i s  fo rc e  c o n tr ib u te s  to  o u r u n d e rs tan d in g  o f th e  w orld  o f men.
^ A lthough ”B .R ."  t r a n s la t e d  o n ly  Books I - I I  o f th e  H i s to r i e s , th e  
e v e n tu a l outcome of Herodotus* romance was known th rough  Thomas 
H ic o lls*  t r a n s l a t i o n  of Thucydides (1550) and N orth*s t r a n s l a t i o n  of 
P lu ta rch *  s Live s o f th e  Noble G recians and Romans (1579)• See :
C.H. C onley, The F i r s t  E n g lish  T ra n s la to r s  of th e  C la s s ic s  ( London:1 9 2 7 )«
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N e ith e r  Shakespeare n o r H erodotus a re  working ou t a th eo lo g y  th ro u g h  
a k in d  o f r i t u a l i s t i c  p a t te rn in g  o f m a te r ia l .  In  t h e i r  ovm way th e y  
a re  h o th  k eep in g  re c o rd s , H erodotus a s  a  chronographer ,  a  k e ep e r of 
th e  a n n a ls  o f tim e , Shakespeare as  a  d ram atic  p o e t, an a r t i s t i c  
c a p t iv a to r  o f th e  im a g in a tio n .
F in a l ly ,  in  th e  l a r g e s t  c o n te x t ,  h o th  H erodotus*s H is to r ie s  and 
S hakespeare*s l a s t  romances share  th e  romance m u ltiv e rs e  s t r u c tu r e .  
B oth  p ro je c t  a d isharm onious v is io n  o f l i f e  which i s  n e v e r th e le s s  
o rd e re d  w ith in  a r t i s t i c  u n i ty .  H erodotus does n o t work in  term s o f 
s t r i c t ,  p re d e fin e d  sequences. H is work i s  always open to  new m a te r ia l ,  
f l a s h in g  hack o r  jum ping ahead in  tim e ; y e t  w ith o u t scram b lin g  th e  
whole com position  in to  in co h e ren ce . Shakespeare*s s c a t te r e d  f a m il ie s  
s u f f e r  sh ip w e c k  and lo s s ,  d rag  them selves ha lf-d rov /ned  ou t o f th e  
ocean in  one a c t  and th en  re g a in  whomever o r  w hatever th ey  have l o s t  a  
few a c t s  l a t e r .  In  b o th  w r i te r s  one q u ic k ly  le a r n s  th e  p le a s u re s  of 
th e  genre of rom ance, th e  enjoym ent o f  a s to r y  which i s  l i k e  a  p la y fu l  
maze, a s to ry  which ta k e s  i t s  shape ou t o f  a  m a tr ix  o f chance, f o r tu n e ,  
n a tu re  and th e  a b i l i t i e s  o f a  l i t e r a r y  m a ste r .
-e n d -
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Appendix i i i  -  The I s l e  o f G u lls  & The A rcad ia  
Compared Item  f o r  Item
In  th e  fo llo w in g  l i s t  I  have a ttem p ted  to  make a sc ru p u lo u s  l i s t i n g  
o f  item s  v/hich John Day borrow ed from  S id n e y 's  work, a l i s t i n g  which I  
hope w i l l  se rv e  to  in d ic a te  what k in d  o f in fo rm a tio n  one can ex p ec t from  
such an item  f o r  item  com parison. This com parison d e t a i l s  D ay 's 
bo rrow ings in  th e  way su g g ested  by B lu esto n e  o f n o tin g  th e  "ex ac t 
e x te n t  and v a r i e ty  o f . . . r e l a t i o n s  betw een p rose  f i c t i o n  so u rces  and 
p la y s ,"  a q u a n t i ta t iv e  a s  opposed to  a  q u a l i t a t iv e  com parison. I t  i s  
r e a l l y  u s e f u l  on ly  a s  a  b a s is  from  which to  make q u a l i t a t iv e  judgem ents 
abou t Day* s a d a p ta t io n .
The I s l e  o f G u lls
1 . The c h a r a c te r  o f Dametas as 
i t  i s  ex p re ssed  th roughou t the  
p la y  and when th e  P ro logue c la im s 
one o f th e  c h a r a c te r s  w i l l  o f f e r  
( I n d . , p . 212): "The m onstrous & 
deform ed shape o f v ic e ,  a s  w e ll 
a s  to  b e g e t a lo a th in g  o f abuse 
a s  t h a t  h i s  v i l l a i n s  may g ive th e  
g r e a te r  l u s t e r  to  th e  v e rtu o u s  
d i s p o s i t io n s  o f tru e -b o rn e  
g e n t i l i t i e . "
2 . I n d . , p . 215, The tone o f 
c o u rte o u s  s e l f - d i s d a in  in  the  
P ro lo g u e 's  l a s t  speech , "we /  
That s c a rc e ly  know th e  r u le s  of 
P o e s ie .
3 . I . i . , p p .216-217, B a s i l iu s  
removes h i s  d a u g h te rs  to  a  narae-
A rcad ia
1 . p .2 1 ,B .I I ,  grounded in  K a l-
ander* s assessm en t o f Dametas as  
" th e  most a r r a n t  d o l t i s h  clow ne, 
th a t  I  th in k  e v e r  was w ith o u t th e  
p r iv i l id g e  o f a b a b le . . .y o u  n e v e r  
saw so i l l  fav o u red  a v i s a r ;  h i s  
b e h av io u r such th a t  he i s  beyond 
th e  degree o f  r id i c u lo u s ;  and f o r  
h i s  a p p a r e i l ,  even a s  I  would w ish 
h im ."
2. p p .3 -4 ; B . I ,  S id n e y 's  g e n t le ­
manly s e l f -d e p re c a t in g  tone  in  th e  
in tro d u c to ry  l e t t e r  to  h is  s i s t e r .
3. p p .19- 21,B . I ,  B a s i l iu s  removes 
them to  th e  A rcad ian  f o r e s t  in
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l e s s  w ild e rn e ss  as a  means to  :
m a rr ia g e , p o s tin g  a c h a llen g e  ;
t h a t  whoever can s t e a l  them away :
w i l l  g e t h o th  them and th e  crown 
-  th e re b y  a ls o  t e s t i n g  th e  "w it 
& a c t iv e  p o lic y "  o f t h e i r  s u i to r s .
4« I . i i i . , p . 223, Dametas cock- 
r o o s te r  pom posity o v e r h i s  name: 
"V/hy, how now s i r ;  Knowe you to  
whom you speake?"; & I . i v . , p .2 2 8 :  
"show th y s e l f e  b e fo re  u s ,  show 
th y se I f e  b e fo re  Dametas. "
5 . The g e n e ra l c h a r a c te r  of 
Dem etrius* page and h i s  p ra is e  
o f d e a th  ov er l i f e  when love i s  
in v o lv e d  ( I I . i . , p . 223) w ith : "a 
man were as  good be h a n g e d .. .a s  
be in  lo v e . . .h a n g in g  i s  end o f a l l  
t ro u b le  and lo v e  th e  b e g in n in g ."
6 . I I . i . , p . 235, L isa n d e r recog ­
n iz e s  D em etrius because o f h is  
sp eech , "H is s i l l i b l e s  b e tra y  
him . "
o rd e r  th a t  th ey  may be f a r  from 
th e  th r e a t  o f m a rria g e .
7 . I I . i . , p . 237, D em etrius c la im s 
h i s  f a t h e r  was "lÆenalchus. "
8 . I I . i i . , p p .2 3 9 - 2 4 4 ,  Amint e r  &
Ju lio *  s a t ta c k  a s  d is g u ise d
4 . p .8 7 ,B .I ,  Dametas* b lu s te r in g  
•ag a in st P yrocles-Z elm ane on th e  
occasio n  o f t h e i r  f i r s t  m eeting  
w ith : "Am I  n o t Dametas? Why,
am I  n o t Dametas?"
5. p .4 1 9 ,B .I I I ,  th e  f o u r th  
k n ig h t who c h a lle n g e s  Amphialus 
and h o ld s  th a t  love  i s ,  among 
o th e r  c u r s e s ,  " th e  cu rse  o f l i f e , "  
and th e  misogyny o f th e  f i f t h  
k n ig h t .
6. p . 76 ,B .I .  M usidorus reco g ­
n iz e s  th e  d is g u is e d  P y ro c le s  from  
h i s  speech: " th e  d i t t i e  gave him 
some s u s p i t io n ,  b u t th e  v o ice  
gave him a lm ost a s su ra n c e , who
th e  s in g e r  w as."
7 . p . 114,B . I — "M enalchus" i s  a 
young A rcadian  shepherd , and th en  
M usidorus* supposed b r o th e r .
8 . p p ,119-121 ,B .I ,  th e  a t t a c k  of 
th e  l io n  and th e  b e a r  a f f o r d s  th e
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s a ty r s ,  a f fo rd  th e  p r in c e s  
D em etrius and L isa n d e r th e  
o p p o rtu n ity  o f d e fen d in g  th e  
p r in c e s s e s .
9* I l . i i . , p . 2 4 5 ,  The borrow ing 
o f a  f ig u r e ,  as B a s i l iu s  say s: 
"The f o r r e s t  m usick i s  to  h eare  
th e  hounds/Rend th e  th in  ayre 
w ith  a  l u s t i e  cry/Awake th e  
droY/sie E ccho ."
10. I I . i i i , p . 252, The power o f 
womanly coyness s t r e s s e d  w ith  
re g a rd s  to  L osander: "seem coy,
looke n ic e  and , a s  we weomen u s e . 
Be m ild  and p roud , im brace and 
y e t  r e f u s e ." ;  and w ith  re g a rd s  
to  th e  p r in c e s s e s  ( l l . i v . , p . 255) * 
" y e t some say  we maydes w ish 
th in g s  to  which we ansv/er n a y ."
11 . I I , i v . , p . 253, th e  s a la c io u s  
and v o y e u r is t ic  c h a r a c te r  of 
V io le t t a  as  she r e l a t e s  in  
d e t a i l  th e  dream o f h e r  wedding 
n i # i t .
12 . I I . i v . , p . 259, when Mopsa 
says h e r  m other i s  ta k in g  a nap 
H ip o l i t a  answ ers: "Nay she cannot 
be s a id  to  s te a le  a  nap f o r  th e
: p r in c e s  th e  o p p o r tu n ity  o f d e fe n -
: d in g  th e  p r in c e s s e s .
:
9 . p .3 4 jB .I . ( e d . l6 0 5 ) Î "The wood 
seemed to  c o n sp ire  w ith  them 
a g a in s t  h i s  owne c i t i z e n s ,  d i s ­
p e rs in g  t h e i r  n o is e  t h r o u ^  a l l  
h i s  q u a r te r s ,  and even th e  Nimph 
Eccho l e f t  to  b ew ail th e  lo s s e  of 
N a rc is su s  became a h u n te r ."
10. p .89 ,B . I ,  P y ro c le s-Zelmàne in  
s e l f - r e f l e c t i o n :  " i t  was a g a in s t  
my womanhood to  be fo rw ard  in  my 
ovwie w ishes" (& o f.O A ,p .3 6 ,11 . 
36- 37» s a id  by  n a r r a to r  o f th e  
new ly d is g u is e d  P y ro c le s : "y e t 
had she a lre a d y  le a rn e d  th a t  
womanish q u a l i ty  to  c o u n te r f e i t  
backw ardness in  th a t  she most 
w ish e d .. , "
: 11. p p .218- 222,B . I I ,  P y ro c le s -  
Zelmane’ s unabashed voyeurism  when 
th e  women go swimming, a m p lif ie d  
by th e  poem "What toong  can h e r  
p e r fe c t io n s  t e l l . "
12, p .2 1 5 » B .II , n a r r a t o r ’ s
d e s c r ip t io n  o f Mopsa a s le e p :
"Mopsa indeed  s a t  sw allow ing o f  
: s leep e  w ith  open mouth making
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n o is e  she makes h e r se I f e  would 
d is c o v e r  h e r  t h e f t . . . "
13 . The end o f A c t l l l  and the  
b e g in n in g  o f Act IV, th e  mood of 
co n fu s io n  when B a s i l iu s ,
G y n e tia , Mopsa, M anasses, and 
Dametas a re  s e n t o f f  on t h e i r  
w ild  goose c h ase s .
1 4 . I V . i . . , p .2 8 4 , th e  scene 
betw een L isa n d e r and B a s i l ip s  
where L isa n d e r prom ises 
B a s i l iu s  th ey  can rendezvous 
th a t  n i ^ t :  "where l i e  make 
te n d e r  o f subdued c h a s t i t i e  to  
y o u r m a je s t ie  a s  f i r s t  and most 
v i c to r io u s  c o n q u ero r."
1 5 . I V . i i i . ,  p . 397, th e  
p i l f e r i n g  o f two l i n e s  o f 
p o e try :  "Who h a th  h i s  h i r e  h a th  
w e ll h i s  la b o u rs  p a s t ; / 2 a r t h  thou 
d id s t  seeke & s to re  o f e a r th  thou 
h a s t , "  a s  w e ll a s  th e  g e n e ra l 
s i t u a t i o n .
1 6 . Pamela c a l le d  H ip o l i ta  
th ro u g h o u t th e  p la y  ( a f t e r  the  
Amazon Queen), & see e .g .  I l . i i . ,  
p . 242 how t h i s  complements h e r  
a g g re s s iv e  n a tu re .
: such a  n o ise  w i th a l ,  a s  no bod ie  
: cou ld  la y  th e  s t e a l in g  o f a nap
to  h e r  c h a rg e ."
13 . The mood o f co n fu sio n  a t  the  
end o f Book I I  and th e  b e g in n in g  
o f Book IV, su rro u n d in g  the  
a c t io n s  o f th e se  same c h a ra c te r s  
(e x c e p t M anasses).
14. p .4 5 ;B .I I I ,  scene betw een
Zelmane and B a s i l i u s ,  where 
Zelmane prom ises B a s i l iu s  th e y  
can rendezvous th a t  n ig h t ,  Zelmane 
prom ising  B a s i l iu s :  "as g re a t  
p ro p o r tio n  a s  you w i l l  ta k e  of 
f r e e  co n ference  w ith  m e."
15 . p .8 3 ,B .IV , th e  id e n t i c a l  two 
l i n e s  in  s im i la r  s i t u a t io n .
: 1 6 . Pamela b e in g  th e  more m as-
: c u l in e ,  more a g g re ss iv e  woman o f 
: th e  two p r in c e s s e s  th ro u g h o u t 
: th e  A rcad ia .
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* The m a jo r i ty  o f th e se  exam ples a re  my own, th e  r e s t  come from : S idney 
R# G old ing , "The L ife  and Works o f John D ay," Ph.D . T h e s is , U n iv e rs i ty  
o f  London, June 1930, p#31; and B ullen* s n o te s  to  The l i e  o f Guls in  
th e  1963 r e p r i n t ,  p p .614-621.
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Appendix iy
THE BASS UNDERTONE: W.H. AUDEN’S FINAL ASSESSMENT OF
THE TEM PEST  
I
W.H. A uden’s long poem The Sea and the Mirror—A  Comm en­
tary on Shakespeare’s The Tem pest is bo th  a poetical statem ent on the re­
lation between reality and art and an explicit com m entary on Shakespeare’s 
The Tempest. This am bitious poem is a good exam ple of W.H. A uden’s 
ability to  work with at least two separate argum ents w ithin the space of 
one poem , A\ithout either argum ent cancelling ou t the other. Many o f the 
finest contem porary Shakespearean critics agree th a t The. Sea and the 
Mirror is possibly the m ost insightful m odern criticism of The Tem pest^  — 
nevertheless The Sea and the Mirror remains tantalizingly obscure. As 
a whole, it is «infinitely suggestive»,^ morq than fifty  per-cent of it is a 
garble of mock Henry James prose spoken by Caliban^ and much of the 
rest is a tangle of m urky symbols and veiled allusions.
In the  last essential collection o f his verse which he made 
before his death, W.H. Auden included only one poem from The Sea and 
the Mirror: «II The Supporting Cast S o tto  Voee»^. In the previous 
short collections o f his verse Auden had included o ther parts o f The Sea 
and the Mirror, most notably the long prose-poetry section «Caliban To 
The A udience»^. But when one exam ines «11 The Supporting Cast S o tto  
Voce» in relation to  The Tempest and the rest o f The Sea and the Mirror— 
as I intend to do in this article—one finds it contains bo th  an inform ative 
critical gloss on Shakespeare’s play and neatly develops A uden’s theory  on 
the relation between reality and art. As such, «II The Supporting Cast 
S o tto  Voce» stands as the quintessential em bodim ent o f A uden’s final 
assessment o f The Tempest.
The part played by Caliban th roughout the whole of The 
Sea and the Mirror, the sym bol o f intractable N ature, is condensed into 
A ntonio . Auden substitu tes himself for Prospero by being the sole
73
P hotocopy o f a r t i c l e  w hich f i r s t  appeared  in  S p r in g  1977 issu e  
o f  C a h iers E l i s a h a th a in s .
( 366)
J. Dean THE BASS UNDERTONE
arranger o f The, Tempe.sTs supporting  east. The idea behind the whole of 
The. Sea and the Mirror, to  assess Prospero’s a ttem p t to  merge and balance 
the im m ediate world of N ature and Flesh w ith the possible w orld of Spirit 
and Art, is then carried ou t by «II The Supporting Cast S o tto  Voce»^. In 
the analysis which follows-I will refer to  the o ther poem s by W.H. Auden, 
relevant quotes from throughout The Sea and the Mirror, and Shakespeare’s 
The Tempest in order to  show how  Auden achieves reconciliation between 
the otherw ise unreconcilable forces typified by The Tempest's  supporting 
cast in  «The Supporting Cast S o tto  Voee»^.
ÏI
The play The Tempest  has finished. All the natives of Naples 
and Milan are on board ship and bound  for hom e. Miranda and Ferdinand 
arc happily engaged. Alonso, King o f Naples, has recovered his son, has 
regained a guiltless soul after his punishm ent, penitence, and shriving under 
Prospero. The w orth of honest old Gonzalo has been recognized. The 
rest o f the hom eward-bound characters have been assessed by Prospero’s 
magical ordeal, have been found morally wanting, have been forgiven for 
attem pting the m ost heinous crim es—which only Prospero’s adroit manage­
m ent stopped them  from  com m itting. Then, one by one, they speak.
Tliis is the occasion and the setting  for «The Supporting Cast S o tto  Voce».
Freed from the overwhelming presence of the m aster magician 
Prospero, the characters in «The Supporting Cast S otto  Voce» all freely 
speak their m ind—to themselves in an undertone, sotto voce. If  they 
obfuscate or are in any way deceptive in their speeches they are thus ex­
hibiting the lim its of their self-awareness. In «The Supporting Cast S o tto  
Voce» the characters speak in the following order: A ntonio , Ferdinand, 
S tephano, Gonzalo, Adrian, and Francisco (in concert), Alonso, Master 
and Boatswain (in concert), Sebastian, Trinculo, and .Miranda^. Directly • 
after each reflective speech A ntonio  makes his dark com m ents on w hat 
has been said. The villain is still sneaking around and spying on people 
in order to  see w hat he can gain. None o f the characters’ speeches exist 
independently  o f A ntonio’s follow-up stanzas, for his com m ents im m edi­
ately m odify whatever they say—as well as expanding our understanding 
o f Prospero’s perfidious... fahe brother {Tp. 1.2.68; 92)®.
A ntonio’s opening poem  is sophisticated and sardonic, know ­
ing and obstinately independent, com pletely adult and unchildlike. The 
first line o f his poem , As all the pi^s have turned back into men,  im m edi­
ately equates Prospero’s white magic w ith Circe’s degrading black magic, 
while at the same lime shows tha t A ntonio is aware o f tiie transform ation 
from  bestial im m orality to  hum an m orality accomplished by Prospero’s 
wizardry in The Tempest. Characteristic o f everything A ntonio says 
th roughout «The Supporting Cast S otto  Voce» (and true of Caliban’s 
character as well in The Sea and the Mirror), he b o th  affirms and denies 
whatever he speaks about. His language practises a devilish duplicity
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w hich exalts him self and degrades anything which does n o t belong to  his 
private world.
Thus in As all the pigs A ntonio insists upon his exclusion 
from  Prospero’s pardon of his faults as a way of affirming his own nature. 
While Prospero in The Tempest  said to  A ntonio:
For you , most wicked sir, whom to call brother
Would even infect m y  mouth, I  do forgive
T h y  rankest fau l t—all o f  them (Tp. V .1.130-2).
A uden has A ntonio  com m ent in response: Your all is partial, Prospero;
M y  will is m y  own  (p. 62, 11.1-2)^.
A ntonio’s rejection of Prospero’s forgiveness in the opening 
poem  of «The Supporting Cast S otto  Voce» continues both  The Tempest 's  
and The Sea and the Mirror's concern w ith unreconcilable moral forces, 
while beginning a discussion on how reality is to  be merged w ith art. An­
ton io  claims th a t he is the force which causes Prospero to be a magician, 
w hich causes Prospero to  work the wizardry of art in reaction to .Antonio’s 
insistence to  be himself. For as long as A ntonio chooses to  be iiimself, to 
wear' m y  fashion  as he says (.4s all the pigs, 1.28), then  Prospero m ust be 
an artist, m ust wear...a magic rube. (As all the pigs, 41.28-29). Prospero’s 
a rt canno t penetrate Antonio; A ntonio recognizes his b ro ther’s ways as 
exalted  gimcrackery, saying: What a lot a little music can do  abou t Pros­
pero’s achievem ent in The Tempest (.4s all the pigs, 1.18).
The responsibility felt by the artist, as personified by Prospero, 
is therefore suggested to  be the need to  include w ithin art, the charm and 
forgiveness o f art, even the darkest elements. And as long as these dark 
elem ents cannot be totally  and finally reconciled, then the will to charm  
is still there (As all the pigs, 1,30). Auden sees the artist in relation to 
his art as a priest of reconciliation, drawing in to  the artistic circle of his 
understanding every kind of sheep in the hum an flock. Until the artist 
accom plishes this achievement to perfection he can never rest, never have 
t ime to curl up at the centre as A ntonio says of Prospero (As all the pigs, 
1 .34)^® .
A ntonio  spoke in the very intricate, tight, and difficult verse 
form  o f terza rim a—a fact which underlines his obdurate, difficult nature. 
Ferdinand, on the o ther hand, speaks in an irregular Petrarchian sonnet in 
his following poem Flesh, fair, unique. The form of the Petrarchian son­
n e t is, ideally, a form  of prosody used for the them e o f Platonic love. 
Ferdinand is M iranda’s betrothed and his eyes are big and blue with love 
(Prospero to Ariel, p. 31). Much was made of the young couple’s chas­
tity  in The Tempest. Prospero was aware of a sensual heat in the young 
prince which caused Prospero to  insist upon the suppression of A ntonio’s 
pre m arital desires.
A uden follows through on Prospero’s evaluation of Ferdinand 
in The Tempest  and has Ferdinand speak like a love sick, bu t gratefully
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soon to  be gratified, Rom eo. Ferdinand’s speech in «The Supporting Cast» 
is markedly condensed and quick one m om ent, calm and resolved the next. • 
The tem per of his language in Flesh, fair, unique is rem iniscent of Shakespeare’s 
sonnet on lust, T h’ expense o f  spirit in a waste o f  shame., and Shakespeare’s 
sonnet on true love. Let me not to the marriage o f  true minds. Ferdinand’s 
sonnet com bines bo th  impulses of hot-blooded ardour and firm, cool belief.
I t is a poem  addressed b o th  to  the mistress and to the wdfe, added to  which 
are traces of adolescent extravagance in such phrases as The Real Right 
Place (Flesh, fair, unique, 1.14).
A ntonio’s com m ent on Ferdinand’s speech is com pletely self- 
centred, reemphasizing his isolation—this tim e from  b o th  w om ankind (One 
bed is em pty .. .M y person is m y  own,  p. 63,11.1-2) and mankind. When An­
ton io  notes th a t he is heated by his own fire, a. f lam e  which Hot Ferdinand 
will never know  (p .63, ll-4;3), one assumes because of The Tempest th a t this 
is the flame of unm itigated, unreasonable odium . But, by having A ntonio  
make these remarks about burning flames and em pty  beds directly afte r Fer­
dinand’s poem of longing for Miranda, Auden adds to  Shakespeare’s portra it 
o f  a divisive, offensive hum an being th e  characteristic of a strangely intense 
self-love. This is the first reference to  a perverse narcissism in A ntonio 
which will be expanded upon later in A ntonio’s com m ents directly after the 
Master and Boatswain’s poem A t  Dirty D ick’s and S loppy J o e ’s.
Then comes the drunkcm butler S tephano, fam ous for his belly 
and his booze, speaking in an irregular ottava rima verse form , a form  «m ost ■ 
suited to  work of a varied nature, blending serious, comic, and satiric a ttitude» , 
—which is precisely w hat S tephano’s poem Embrace me, belly accomplishes. 
S tephano speaks like a lost, sad, babyish drunk. He all b u t says I w ant my 
m um m y!’ w ith his identifying refrain, A  lust thing looks fo r  a lost name 
(Embrace me, belly, 1.8, passim) and his talk about nannies, pooh, child, 
m other, and the bo ttle  of alcohol which might as well be his baby bo ttle . 
S tephano was very glad to  receive a pardon, like a child forgiven, bu t he also 
has the adult’s knowledge tha t he will go on com m itting wrongs. His sadness 
is the  d isappointm ent caused by  loneliness and stupidity , confused cravings 
and too  m uch game playing. As A uden said of the same hum an type in an­
o ther poem , in a drunkard’s caterwaul his rebel sorrows cry... for a parental 
discipline
A ntonio’s com m ent on S tephano’s sad speech, in contrad istinc­
tion  to  S tephano, emphasizes A ntonio’s ability to  nourish iiimself on self- 
appreeiation:
One glass is untouched, Prospero,
M y nature is m y  own;
Inert Stephano does not know
The fixisl at which A n ton io  
Toasts One. and One alone  (p .64, 11.1-5).
A ntonio’s nature is, like Caliban’s nature, one on which Nurture can never
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slick {Tp. IV .1.189). For A ntonio represents an elem ent whieh even 
Prospero’s a rt cannot alter: One glass is unlouched (p.64,  1.1).
This idea o f A ntonio not being reflected by the m irror o f 
art explicitly brings in the idea to  «The Supporting Cast» that the mirror 
of art cannot possibly contain the vast sea o f nature. Nature, in the 
guise o f A ntonio, insists upon this fact. A ntonio must be accepted as 
an exception, the glass...untouched. Nevertheless, A ntonio’s first poem .
As all the pigs, suggested that if art is to  be successful, if it is to  be an 
effective representation of reality, then art must strive to  include all as­
pects o f the natural w orld w ithin its artificial bounds. A rt m ust a ttem p t 
to  include the  whole rich incoherence o f  a nature made up o f  gaps and 
asymmetrical et’ent.s...[in] the. same neutral space, accommodate and conspirat­
or and his victim; the generals o f  both armies (Caliban To The Audience,  
p .51;35). In im itation of the artistic aerobatics o f The Tempest,  this is 
precisely w hat Auden does by making A n to n io - th a t dark, devilish elem ent 
who refuses to  accept the  graces of the artist and his a rt—the link betw een , 
the separate speakers in «The Supporting Cast S otto  Voce».
The nex t character from The Tempest to  speak in «The Sup- . 
porting Cast S o tto  Voce» is Gonzalo; and his Evening, grave, immense  
poem  is, like Gonzalo, long-winded, irregular, discursive, and good hearted- 
Even the three tw enty line stanzas of Evening, ^rave, immense  are irregular 
in  their rhym e scheme. In his poem Gonzalo recounts his personal value, 
which he regards as minimal, assesses his action on the island, fvhich he re­
gards as morally lim ited, and meditates on himself like/ Som e ruined tower  
by  the sea (Evening, grave, immense, 1.50). Even though G onzalo judges 
him self to  be a noble wreck of a m an,'one cannot help b u t feel th a t he 
judges him self too  harshly. Prospero’s judgem ent and forgiveness of this 
old councillor o f kings has severely hum bled the man in to  thinking o f him ­
self as a simple locus of rusting flesh  (11.55;54).
A ntonio in his following aside criticizes Gonzalo for being too 
talkative and aged. Unlike his b ro ther in The Tempest or in the Prospero 
to Ariel section of The Sea and the Mirror, A ntonio is in no wa\ receptive 
to  others. Added to  which, A ntonio continues to glorify his own isolation 
—proud now th a t he converses only w ith his own shadow: The shadow that 
A nton io !  Talks to, -at noon, alone (p .66, 11.4-5). Darkness talks to  darkness. 
A ntonio  is taking on more the dimensions o f Milton’s Satan, rather than  
Shakespeare’s A ntonio.
A drian and Francisco’s couplet, Good Little Sunbeams, which 
com es nex t is like the harmless tweeting o f tw o small birds. They were 
nothing b u t a tten d an t lords, and tiiey express nothing more than w hat polite 
gentemen-in-waiting should say. Their speech is an effem inate, alm ost sense­
less, tinkling o f  words. A ntonio’s reflection on their couplet is barely con­
nected  to  it. He stresses Adrian and Francisco’s lack of knowledge, th a t 
counterposed to  their life o f outw ard posing he plays for him self alone. Plays 
in his head alone (p .66, 1.5).
The dark forces represented by A ntonio are now dealt w ith in
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Alonso’s following poem , Dear Son, when the warm multitudes cry. His • 
poem  is a le tte r o f adviee to  his son Ferdinand on how  to  govern the politic­
al state , a le tte r no t intended to  be read until after A lonso’s death. One of 
the clearest marks of A ntonio’s insidiousness in «The Supporting Cast S otto  
Voce» is tha t he even can penetrate in to  the guarded privacy which surely 
must accom pany the writing o f such a letter. But evil and the uncaring 
natural world take on new meaning when regarded by Alonso: they are for­
ces which prod a person in to  m aintaining a self-protective awareness.
Learn fro m  y o u r  dreams what y o u  lack, says A lonzo {Dear Son,  
1:36). From  an awareness of the negative forces which surround one (the 
rich robes, the mistress, the oblivion where fish /  see scepters descending, the 
void, even those bright/ Mornings when y o u  whistle with a light/ H e a r t -  
Dear Son,  11.28-29; 3-4; 44; 49-50) one should draw a positive strength- 
The intricate prosody of the poem com plim ents the self-conscious, decorum- 
conscious mind of a king who is able to  deal w ith disorder in a m ost orderly 
fashion Finally, Alonso is at ease because he has accepted his own death, 
like Prospero in The Tempest, yet has found the love o f forgiveness—the for­
giveness which came about through the illusion of art.
A ntonio’s follow-up remarks ring ou t their negative.notes, scorn­
ing Alonso and declaring A ntonio happy to  be the lucking elem ent (p .69, 1.1). 
A ntonio’s intrusive com m ents are becoming progressively more irritating, as 
one follows along w ith the thoughtful path of each speaker and then notices 
how  A ntonio notices only  himself, in this world alone (p. 69, 15).
Coming after G onzalo’s Evening, grave, immense poem and Alon­
so’s Dear Son  poem, the Master and Boatswain’s A t  Dirty D ic k ’s and Sloppy  
J o e ’s is a very refreshing interlude. As a piece of prosody it has the charac­
te r of a memorable, three-stanza drinking song, filled w ith double-entendre 
rhymes. I t is hard to imagine a m ore appropriate poem for those hearty lads 
from  A ct I, scene I of The Tempest who told the king’s councillor to keep 
quiet when he was berating them  because of his own storm y panic. A t  Dirty  
D ick’s and Sloppy Jo e ’s emphasizes the com panionship o f men w ho live and ■ 
die in a careless, gusto-filled mood. The satire and self-consciousness in such 
lines as The homeless played at keeping house and /  was not looking fo r  a 
cage/ In which to mope in m y  old age (At Dirty D ick’s, 11.6; 11-12) under­
cuts however, the feeling o f jo y  which one may feel (or th ink  the singers feel) 
in this poem . The poem ’s only consolation is tha t it sees the bright side of 
bad tilings.
A ntonio’s reflection on A t  Dirty D ick’s is eharaeleristically haughty 
and caustic. With the line M y compass is m y  own  (p .70, 1.2) auto-eroticism  is 
added to  A ntonio’s list of attributes; compass being used in a figurative, sexual 
sense as th a t which gives a person his d irection—as the sailors in A t Dirty D ick’s 
were directed to  Margery, Meg, cow-eyed Marion, and even, alas, Kate. Also, 
A ntonio  now envisages himself in an heroic manner, exploring waters unknow n 
by sailors, sailing on and on alone like a Satanic version of Coleridge’s Ancient 
Mariner (p .70, 1.5).
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Sebastian s ilfy rioters all disappear crystallizes the  moral am­
biguity, the vacillating nature which is weak at one m om ent and apparently  
strong the nex t which distinguishes Sebastian w ithin 'T /ic Tempest. Whereas 
Alonso was one o f the three men o f  sin (along w ith A ntonio and Sebastian) 
identified by Ariel in The Tempest {Tp. III.3 .53)—by the end o f The Tempest 
he becam e a true penitent. A ntonio never stopped being am bitious and evil. 
Sebastian was always m ore of a weak person than an evil person, neither clearly 
dem onstrating his gratitude nor showing his remorse at the end of The Tempest. 
He fluctuated w ithin certain moral boundaries, w ithout ever opting for one or 
the  other. A ppropriately, therefore, Auden has him speak in  a seslina, a verse 
form  in which the «function o f rhyme...is taken over by a recurrent pattern  o f 
end-words; the  same six end-words occur in each stanza, b u t in a constantly  
shifting order which, follows a fixed pattern». The seslina is appropriate for 
Sebastian because the  man fluctuates continually w ithin term s o f the  same pos­
sibilities, w ith o u t ever settling on one final choice.
Sebastian is thus bo th  glad of his exposure as a man of sin, as when 
he says 0  blessed be bleak Exposure on whose sword,j Caught unawares, we 
prick ourselves alive ! and daydream s about the crown he alm ost w on, my dream! 
Where Prudence flirted with a nuked sword {My rioters, 11.25-6; 1-2). The great 
dilemma Sebastian faces is his continual attraction  to tem ptations while never 
being capable o f giving in to  these tem ptations: The.sword we suffer is the 
guarded crown {My rioters, 1.39). The mercy ,wkich Prospero showed to  Sebas­
tian in The Tempest  was the mercy given to a man who only dream ed o f com ­
m itting crimes, who was never hearty enough to  carry on through w ith his evil 
dreams. His recognition o f his defeated nature as a positive value {It is defeat 
gives p r o o f  we are alive,—M y Rioters,  1.38) also underscores the idea first brought 
up  by Alonso that negative powers have positive values.
Emphasizing his heroic nature again, A ntonio’s following com m ent 
abou t the u h ite  bull, the bloodless, pallid force of cowardice which he claims to 
oppose all by himself. A ntonio’s conscience is no t wracked by questions of 
right or wrong. M y  conscience is m y  own,  he says (p .71, 1.2). Even when An­
ton io  confronts a personal weakness he is a lone toreador facing a bull; he is 
never personally divided, always the single-minded fighting force.
Trinculo’s speech. Mechanic, merchant, king, is tense and quick; 
his is the  speech of the over-nervous fool—appropriately contained w ithin q u a t­
rains o f  iambic trim eters, a verse form  which tends, like T rinculo, to  be m ono­
tonous. W ithin The Tempest  he was never a brilliantly w itty  fool, o ften  had 
a com plaining edge to  his voice, and acted, finally, like a professional com edian 
well past his prime. Aside from the line Misery acquaints a man with strange 
bed-fellows (Tp.II.2 .38) his friend Stephano delivered all the really hum orous 
lines in The Tempest.
Trinculo daydream s about the tim e when he was a Little Trinculo, 
regrets his profession as cold clown,  and w ants to  get his life over w itii, my 
joke ,  as he calls it, and die {(Mechanic, merchant, king,  11.12;2;24). He sounds 
like a tired child longing for sleep. Unlike S tephano in Embrace me, belly.
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Trinculo does no t even m ention a desire to  return  to  some com fort, only to  
get the  business of life over and done with-
His voice, which is supposed to  be th a t of a professional com edian, 
is jarring  in its dissonance, its surprising lack of hum our, its pathos. B ut the 
dark echo cham ber A ntonio is much worse, telling us tha t:
Tense Trinculo tvill never know
The paradox Antonio  
Laughs at, in woods, alone ( p .7 2 ,11.3-4).
W hat a bizarre image this is ! How chilling and off-putting ! I t is as if A n­
ton io  were some dark force of nature perform ing strange, inhum an rites in 
forest groves—perform ing these rites while laughing a t we who share none of 
his dark'knowledge.
Then, like com ing in to  the warm ou t o f the cold, M iranda’s soft 
voice speaks forth , a gentle, comprehensive voice which is still as wonder-filled 
as when she said: How beauteous mankind is ! 0  brave new world,!' That has 
such people in ’t ! {Tp. V .1.182-3). She speaks fo rth  in a villanelle, traditionally  
a verse form  reserved for pastoral or rustic subjects, although by the n ineteen th  
century  used for more philosophical and som bre subjects. M iranda’s villanelle 
M y Dear One contains all of these elements. She extolls constancy ( the high 
green hill sits always by  the sea, 1.3) and love {My Dear One is mine as mirrors 
are lonely, 1.1). Her thoughts areb au n ted  by Sycorax the venomous... Witch, 
the  threatening Black Man Caliban, the prayers of the A ncient Prosper {My  
Dear One, 11.7;4;10). A lthough she speaks as her father says she now is, a silly 
little lovesick goose {Prospero To Ariel,  p .13), her speech contains one ver\' 
haunting phrase which reflects upon the whole poem ’s dark refrain, A ntonio. 
T hat phrase is: M y Dear One is mine and mirrors are lonely.
This line has at least four meanings. F irst o f all, there is Miran­
da’s simple, poetic fascination speaking forth : m irrors are objects which are 
lonely for com pany. Then there is the them e o f reality and art: art is lonely 
for the reality it seeks to grasp, though never can. There is also the m ore p o in t­
ed reference to  A ntonio, he whose glass is untouched,  whose nature is his own. 
Finally there is the idea (joining bo th  the reality-art argum ent and the com m en­
tary  on The Tempest  level of «The Supporting Cast») tha t love exists as a neces­
sary counterbalance to hate, and hate exists as a necessary counterbalance to  
love.
A ntonio has the last word, and he makes it a dark, som bre word.
He is the link missing from the children in a circle dancing  which M iranda en­
visaged {My Dear One, 1.17). But, even worse, A ntonio  is Creation’s 0 ,  and 
he Dances f o r  Death Alone  (p .73,1.5;6). By his literal positioning w ith in  the 
structu re  of «The Supporting Cast» A ntonio is outside the fram e of love, Fer­
dinand’s Flesh, fair, unique,  and Miranda’s M y Dear One. His poem s add up 
to  a sequential narrative on death, decay, and darkness; bu t his com m ents 
were ju s t as necessary as those of the rest o f the supporting east in order to
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4-Tealc the illusion o f a poem u hich includes the  wliulr rich iiicuhvrvnce of... 
imluro (Calihnn To The .Auilinu e, p.51).
A lthough A ntonio insisted upon his exclusion bo th  from  art 
and Prospero’s general pardon—in retrospect one sees th a t w ithout his in­
clusion in «The Supporting Cast S otto  Voce» the  final arrangem ent of people 
and ideas w ould not have been possible. A ntonio has been the unifying bass 
undertone in this so tlo  vocc arrangem ent o f Sliakespeare’s characters. His 
low  notes have provided grave counterpoint against the o ther brighter, higher 
tones.
A ntonio  is the nogalivo image, o f  Judgement {Caliban To The  
Audience,  p .58), because he would damn all rather than pardon all. It is 
nevertheless because, o f A ntonio’s rejection from the magic circle o f forgiving 
a rt th a t we. can positively envisage [the] Mercy {Caliban To The. Audience,  
p .58) of art. A ntonio  is the  contrast against which the virtue of art shows up. 
He is nature’s obduracy and moral blackness, Prospero’s bane and inspiration, 
w hat Auden finally sums up as the begged question yo u  would speak to 
[Shakespeare] abou t {Caliban To The. Audience,  p .31 )—if one only could.
I ll
A n order has been perceived w ithin «The Supporting Cast», a 
feasible arrangem ent has been made of disparate forces: Ferdinand’s h o t 
enchantm ent, S tephano’s blending of loneliness and com edy, G onzalo’s 
grave rum inations, Adrian and Francisco’s chirping, A lonso’s serious, per­
ceptive and cerem onial le tte r to  his son, and Master and the Boatswain’s 
row dy song, Sebastian’s pallid vacillations, Xrineulo’s cold clowning, Miran­
da’s wide-eyed fascinations: This extraordinary arrangement w orked, the 
sounded note [of]...restored relation {Caliban To The Audience,  p.58) could 
b e  m ade w ith  M iranda’s we ! Are linked as children in a circle dancing, be­
cause of th e  reality from  which all art draws its inspiration, the solitude, that 
asks and promises nothing  , A ntonio.
There is a paradox, finally, which this article cannot hope to  
rectify: the  sim ultaneous inclusion and exclusion o f A ntonio, the sim ultan­
eous inclusion and exclusion of reality in art. But then this is a problem  
fo r w hich the  only explanation can be the inexplicable magic o f art. A rt, 
as -«The S upporting Cast S otlo  Voce» shows, succeeds because o f an inex­
plicable quality . ’ Both Shakespeare and A uden speak of this quality as a 
k ind of magic. This magic bridges the gap between w hat we experience in 
life and w hat we know in art. Confronting A ntonio means facing the reality 
w hich stubborn ly  resists art and realizing the profound gap which exists be­
tw een reality and art. And here the adroit management of .Auden’s com m en­
tary  on The Tempest steps in with a final suggestion, tha t an awareness o f  the 
gap is in itself  a bridge {Caliban To The Audience,  p .56) tow ards appreciating 
and understanding the value of art, tow ards entering the magic circle where 
w e/ Arc linked as children...dancing.
John  DEAN
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«II», which signified it was the second part in The Sea and the Mirror originally.
7. As opposed to the order of their appearance in The Tempest: Master & Boatswain, 
Alonso, Antonio, Gonzalo, Sebastian, Mariners, Miranda, Prospero, Ariel, Caliban, 
Ferdinand, Adrian, Francisco, Trinculo, Stephano.
8. The text of The Tempest used throughout this article is in William Shakespeare,
The Complete Works (London: Collins, 1951, rp. 1974), ed. Peter .Alexander,
The Tempest, pp. 1-26.
9. To save footnoting I’ve included the location of all quotes from «The Supporting 
Cast Sotto Voce» within the body of the prose. Quotes from the different 
characters’ monologues will be referred to by title and line number, while quotes 
from Antonio’s follow-up stanzas (9 of which are quintillas and 1 of which is a 
sextet) will be referred to by page number and line number in the 1968 Faber & 
Faber edition.
10. Knowing that Auden returned to the Anglican communion late in 1940, one can­
not help but think that Auden is suggesting here an especially Christian respon­
sibility for art. But, like Prospero with his magic circle, Auden, especially during 
th e ’thirties and the ’forties was trying to draw as many people within the bounds 
of his artistic enchantment as possible. Although a Christian strain is present
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within The Sea and the Mirror, Auden chose another poern in which to con­
centrate his Christian concerns at this time: the second half of the collection 
For The Time Being, the «Christmas oratorio» entitled For The Time Being.
The Sea and the Mirror, and especially its core poem «The Supporting Cast 
Sotto Voce», is reaching out to a larger audience and attempting to encompass 
a wider range of problems than those with which the «Christmas oratorio* For 
The Time Being is concerned.
11. See: Princeton Encyclopaedia o f Poetry and Poetics, ed. A. Preminger (Princeton 
University Press, 1965, rp. 1972), p. 595.
12. In the poem «Vespers», p. I l l  in W.H. Auden, Selected Poems, op.cit.
13. This poem was apparently Auden’s first experiment with syllabic verse, following
a nine syllable a line pattern, with the last line of each twelve line stanza ending 
in seven syllables. Moreover, Auden invented a new complex rhyme scheme for 
this poem: aabbeddefefc. For more, see: A C. Partridge, The Language o f Modern 
Poetry (London: André De.utsch; 1976), pp. 280-2.
14. Princeton Encyclopaedia o f Poetry and Poetics, op. cit., p. 764.
15. line 38 from Auden’s «In Praise of Limestone», being part of a description of
the vast sea of reality. See: «In Praise of Limestone», pp. 74-6 in W.H. Auden, , 
Selected Poems.
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T .S . E l i o t ’ s "M arina", o r even A r i s t o t l e ’ s"P o e tic s  — works such as  
th e se  have been p u t under th e  h ead in g  o f " C r it ic is m " ,
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a u th o r ,  t i t l e ,  p la ce  o f p u b l ic a t io n  ( i f  a p p l ic a b le ) ,  d a te ,  and page 
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t i t l e . *
Prim ary  B ib lio g ra p h y  o f T exts C onsu lted
A c h ille u s  T a tiu s  o f A le x an d ria : The A dventures o f Leucippe and C lito p h o n .
ed , and t r a n s ,  S tephen G ase lee , 1917*
A c h ille u s  T a t iu s ,  The Loves o f  C litophon  and L e u c irp e , t r a n s ,  W illiam  
B u rto n , ed , S tephen  G aselee and H .F .B .B re tt-S m ith , O x fo rd ,I923.
, "Leucippe and C lito p h o n ,"  ed , Ebbe V ilb o rg , S tockholm ,
1955.
A eschy lus, Agamemnon, t r a n s ,  Richmond L a ttim o re  in  A eschylus 1»
C hicago, 1953' The U n iv e rs ity  o f Chicago Complete Greek T rag ed ie s  
V o l .I .
A p o llo n ii R egis T y r i , H i s to r i a , L a tin  t e x t  ed . A lexander R ie se ,
L e ip z ig , 1893* A c o l la t io n  o f m an u sc rip ts  "A" and "P".
A p o llo n iu s  o f T yre , The Old E n g l is h , ed , P e te r  Goolden. O xford, 19>8* 
A p o llo n iu s  o f  Tyre'. E a r ly  and M iddle E n g lish  T ex t, e d , J o s e f  R a ith . 
München, 1956.
*See: MLA Handbook F o r V /rite rs  o f R esearch  P a p e rs , The se s , and D is se r ­
t a t i o n s  (New York; Modem L a n g u a g e  A ss o c ia tio n , 1977), p .123 ; G e o r g e  
V/atson, The L i t e r a r y  T h esis  -  A guide to  re s e a rc h  ( London : Longman,
1970) .
(377)
A p u le iu s , L u c iu s , The Golden A ss, t r a n s .  W illiam  A<3-l.ington, I 566; r p t ,  
1893 iu  th e  Tudor T ra n s la tio n  S e r ie s ,  n o ,4*
A r io s to ,  Ludovico, T u tte  l e  opere d i Ludovico A r io s to , ed . Cesare  
S eg re , M ilan , I 9640 
•  • O rlando F u r io s o , t ra n s '.  S i r  John E ar in  g to n , 1591 ;
r p t .  1631.
_. O rlando F u r io so , t r a n s ,  Guido Waldman, 1974.
Beaumont, F , & F le tc h e r ,  J ,  F h i l a s t e r  o r  Love L ies  a-B le e d in g , I 969 , 
in  The R evels P lay s  s e r i e s .
_____________________________ . In  Two Volumes, ed , J ,  S t ,  Loe S tra c h e y .
1950.
B o ccacc io , G iovanni. The Decam eron,, .T ra n s la te d  in to  E n g lish  anno 
1620, ed , Edward H u tton , 2 V o is , New York, 1940,
B o rg es , Jo rg e fL u is . A P e rso n a l A nthology, 1972.
C a l l is th e n e s  o f  O lyn thus. H is to r ia  A lexandri M agni, ed._ W, K r o l l .  
B e r l in ,  I 926, The "A" v e r s io n ,
, Der g r ie c h . Alexanderrom an R ezension B , ed , 
L e if  B ergson, Stockholm , I 965. ' The ’B " v e r s io n .  
_, B e itra g e  zu r k la s s is c h e n  P h i lo lo g ie , H eft
4 e d . , U. von L a u e n s te in , H eft 12 , ed . H. Englemann, M eisenheim 
am G ian, 1932, The "G" v e rs io n ,
_______     , The A lexander Romance, t r a n s .  and ed . E ,H ,
H a i ^ t .  New York, 195 5»
C h a r ito n . Chaereas and C a l l i rh o e , t r a n s .  V/arren E , B lak e . Ann A rbor, 
M ichigan , 1939*
Clyomon and Clamydes, ed , B e t ty  J .  L i t t l e t o n ,  P a r i s ,  I 968.
Common C o n d itio n s . In  F ive  Anon;ymious P la y s , ed , J .S .  Farm er, I 908, 
Common C o n d itio n s , ed . Tucker B rooke, New Haven, I 908, An E liz a b e th a n  
Club R e p r in t, n o . l .
D aV inci, Leonardo, The Drawings o f <, 2nd re v is e d  e d i t io n ,  ed , K enneth 
C lark . 1 968-19690
(378)
John Day, The l i e  o f G uls. As i t  h a th  been o f te n  A cted in  th e  B lack  
F r y e r s ,  by  th e  C h ild re n  o f  th e  R evels , 1633* B.M. no . 644*d.76.
. The I s l e  o f G u lls . I 83I .  P a r t  x v i i i  f o r  th e  Old E n g lish  
Drama S e r ie s ,
_________ . The Works o f John Day, ed , A.H, B u lle n , w ith  in t r o d ,  by
R. J e f f s .  1881; r p t .  I 963.
• . The l i e  o f G uls. 1936, ed . w ith  an in t r o d .  by G,B, H arriso n .
E u r ip id e s ,  E lene -  E u r ip id e s ' H e len , ed , A.M. D ale . O xford, I 967.
__________ , E u r ip id e s ' H e len , t r a n s .  R, L a ttim o re . C hicago, 1956*
G ascoigne, G. and K inw elm ershe, F . G io cas ta  -  J o c a s ta : A T ragédie  
w r i t t e n  in  Greeke by E u r ip id e s , t r a n s la t e d  and d ig e s te d  in to  
A cte b y . I 566; r p t .  I 906.
Gower, John . C onfessio  A m antis, ed . R.A. Peck. New York, I 968.
G reene, R o b ert. The P lay s  and Poems o f , ed . J .  Churton C o ll in s ,  V o ls ,I  
and I I .  O xford, I 905, I 9O8 ,
, F r i a r  Bacon and F r i a r  Bungay, ed , J ,A . L av in . I 969.
. G reen e 's  "P andosto" o r  "D orastus and Faw nia" B eing  th e  
O r ig in a l o f S h a k e sp e a re 's  "W in te r 's  T a le " , ed , P.O . Thomas, I 907.
P andosto  The Triumph o f Time, In  E liz a b e th a n  Prose
F i c t i o n , ed . M. L aw lis , Nev/ Y oik, I 967 , p p .226-277*
• The H is to r ié  o f O rlando F u r io so  One o f The Tv/elve
P i e re  g o f F ra n c e , 1594* B.M. n o , C .34 . c , 38.
. The S c o t t i s h  H is to ry  o f James th e  F o u r th , ed . N.
S an d ers . 1970*
H a l l ,  Jo sep h . The C o lle c te d  Poems, ed . A. D avenport. 1949*
_____________ . The L ife  and Works, ed . T.E. K in lo ch , 1951*
__________ __ , Vi r g i  demi arum, 1602,
H a rin g to n , S i r  John , t r a n s ,  Orlando F u rio so  In  E n g lish  H e ro ic a l V e rse , 
3 rd  e d , , 1634*
Hawthorne, N a th a n ie l , The House o f The Seven G ab les, 1907» r p t .  I 916.
(379)
H a z l i t t ,  W. Carew, ed . A S e le c t  C o lle c tio n  o f Old E n g lish  F la y s . 1874*
. The E n g lish  Drama and S ta g e . I 869.
H e lio d o ru s . HLIODOROY AITHIOPOKON -  Les E th io p io u es  ( Theagene e t
C h a r ic le e ) , ed . R.M. R a tten b u ry  and Rev. T.W. Lumb. P a r i s ,  1960, 
2nd ed . "
--------- * à ü  A eth iop ian  H is to ry  V /ritten  in  Greek by  H e lio d o ru s ,
E n g lish ed  by Thomas Underdov/ne. c .  I 569 » r p t . , 1895* The Tudor 
T ra n s la tio n  S e r ie s ,  no . 5*
, H e lio d o ru s* E th io p ia n  S to r y , t r a n s .  w ith  an i n t r .  by S i r
W alter Lamb. I 96I .
Hemingv/ay, E r n e s t .  Death in  th e  A fte rn o o n . 1932; r p t .  I 966. 
H erodo tus. HRODOTOY ISTORIA, H erodo tus, ed . A.D. G odley, 4 V o ls . New
•Y oik , 1921- 1938; r p t .  1963.
. The Famous H ystory  o f H erodo tus. . . t r a n s la t e d  in to  E n g lish  
by B .R . 1584; r p t .  1924. The Tudor T ra n s la tio n  S e r ie s ,  n o .6 . 
__________ . H erodotus; The H is to r i e s ,  t r a n s .  Aubrey de S e l in c o u r t .
1972; r p t .  1975.
H o iin sh ed , R aphel. Shakespeare* s H o iin sh ed ; An E d it io n  o f H olinshed* s 
C h ro n ic le s , I 587, ed . R. H ousley. I 968.
. Holinshed* s C hron ic le  as Used in  Shakespeare* s 
P la y s , ed . A 1lardyce and J .  N ic o l l .  New York, 19 5*
Homer. OtCEROU ODYSSEIA, The Odyssey o f Homer, ed . W.B. S ta n fo rd .
V ol. I ,  1959; r p t .  1974. V o l .I I  1958; r p t .  1965.
. The Odyssey o f Homer, t r a n s .  R .L a ttim o re . New Yoik, I 965 ; 
r p t .  1967.
 • The I l i a d  o f Homer, t r a n s .  R. L a ttim o re . C hicago, 1951» r p t .
1967.
Hugo, F ra n ç o is -V ic to r ,  t r a n s .  Oeuvres Completes de W illiam  S h ak esp eare , 
P a r i s ,  1859*
Jon son , Ben. The Complete 7/orks, ed . C.H. H erfo rd  and P . Simpson. 
O xford , 1925.
( 380)
K a z a n tz a k is , N ikos, The O dyssey -  A Modem S e q u e l ,  t r a n s .  K .F r ia r .
1959.
liongus. DAFNIN KAI XLOHE -  Daphnis and C hloe, ed . w ith  t r a n s .  by 
G. Thornley  and J.M . Edmonds. I 916.
» D aphnis and C hloe, The E liz a b e th a n  T ra n s la t io n  from  Amyot* s 
T ra n s la t io n  by Ange11 Daye, ed . J .  Jac o b s . I 89O.
» "Daphnis and Chloe by L ongus." In  Three Greek Romances, t r a n s .
Moses Hadas. Nev/ York, 1953» p p .l? -9 8 .
L u c ian . Complete Works, V ol.I,ed .A .M .H arm on, V ol.V III,ed .M .D .M acleod . 
Cambridge, M ass., 1913-1967 8 V o ls .
. True H is to ry  and Lucius o r  th e  A ss, t r a n s .  Paul T u rn er. I 958. 
L y ly , John . The Complete Works, e d . R. Warwick Bond.
. Campaspe. In  F ive  E liz a b e th a n  Comedies, ed . A.K. 
M c llw ra ith . 1934» r p t . 1945*
. G a lla th e a  and ^ü d as , ed . A.B. L a n c ash ire . I 969,
M alory , S i r  Thomas. The Y/orks, 3 V ols. ,e d . Eugene V inaver, O xford 1947*
. Le M orte D *A rthur, ed.J.Cow en 1969» r p t . 1976*
, The s to ry e  o f th e  most noble and w orthy Kvnge 
A r th u r , Thomas E a s t e d i t io n .  I 585*
 ____  . The Most A ncien t and Famous H is to ry  o f th e  Renom ed
P rin ce  A r th u r , W, S tansby  f o r  J . Bloome, 1634*
Mann, Thomas. Die G eschichten  Jaak o b s . B e r l in ,  1933*
.' "The T a le s  o f  J a c o b ."  In  Joseph  and H is B ro th e r s , V ol. 
I ,  t r a n s .  H.T. Lowe P o r te r .  1934*
M e lv i l le ,  Herman. Moby D ick. New York, I 967*
__________________ . The Confidence Man. New York, 1955*
M enander. tISNANBROY SM1IA. The Sarnia o f M enander, ed .C . D edoussi, 
A thens, I 965.
. MENANBROY BYSKOIOS. Menander* s Byskolos ed . W.E. B lake 
New York, I 96O.
(381)
A Commentary, ed , A.W. Gomme, and P.H . Sandback. O xford,
1973.
> P lay s  and F ra g n e n ts , t r a n s .  P. V e l la c o t t .  I 967.
M id d le to n , Thomas. Works, ed . A.H. B u lle n . I 885- I 886.
M ontaigne, M. The e ssay s  o f . . .Bone in to  Eng l i s h  by John F lo r io  ^anno 
1615, ed . J .  S a in tsb u ry . I 892- I 893.
. Works, t r a n s .  C .C o tton , ed . W .H az litt and O.V/. W right. 
B oston , 1859*
_____________ • E s s a is ,  ed . M aurice R a t, 2 V ols. P a r i s ,  I 9 6 2 .
Montemayor, Jo rg e  de . D iana , t r a n s .  B. Tong . 1598. B .M .no .C .59. 1 , 19.
Monmouth, G eoffrey  o f .  The H is to ry  o f th e  K ings o f B r i t a i n , ed .
L. Thorpe. I 966.
M ucedorus, ed . James Winny in  Three E liz a b e th a n  P la y s ; Edv/ard I I I , 
M ucedorus, M idas. 1959* '
. The Comedy o f , ed . K.Wamke and Ludwig P ro e sc h o ld t. H a lle ,
1878.
N inus Romance, The. In  The Love Romances o f P a r th e n iu s  and O ther 
F ragm en ts , t r a n s .  and ed . S . G aselee. Cambridge, M ass., 1935» 
pp. 382-397.
O vid. M etam orphoses, Shakespeare* s , t r a n s .  A . G olding, ed . V/.H.D.Rouse. 
1904; r p t .  1961.
'___________________ , t r a n s .  R. Humphries. B loom ington, In d ia n a , 1958.
P e e le ,  George. The Works o f , u n d e r th e  g e n e ra l e d i to r s h ip  o f  C.T.
P ro u ty , New Haven, 1951 -•
P e tro n iu s .  The S a ty r ic o n , t r a n s .  W .Arrowsmith. Ann A rbor, M ich .,1959*
, t r a n s .  J .P .S u l l iv a n .  1965» r p t .  1972.
R ich ard so n , Samuel, Pam ela. "Everyman" e d . , n .d .  V o l . I I .
S h akespeare , W. The Complete Works, e d . P e te r  A lexander. 1951*
 , ________ ed . W .A .N eilsen. B oston , I 906.
. _______________. ed . Sylvan B a rn e t. New York, 1972.
1951.
1924.
(382)
The F i r s t  F o lio  o f 1623, ed , H .S tau n to n . 1866.
The Comedy o f E r r o r s , ed . R .A .Foakes. New A rden, 1962, 
Cym beline, ed . Edward Dowden. A rden, 1903.
__________ • ed . J.M .N osw orthy. New A rden, 1955*
'_______ . ed . R .H osley . S ig n e t ,  1968,
Love * 8 Labour*s L o s t, ed , R ichard  D avid. New A rden,
A Midsummer’ s N ig h t’ s Dream, e d . J .D .W ilso n . Camb.,
P e r i c l e s , th e  I 609 t e x t ,  ed . A.Morgan. New York, I 89I ,
 . ed . J .C .M axw ell. Cambridge, 1956.
 . ed . F .D .H oen iger. New A rden, I 963.
 . ed . E .S ch an zer. S ig n e t, I 965.
. and F le tc h e r ,  John . The Two Noble Kinsmen, ed .
C. Leech. S ig n e t, I 966.
 . S o n n e ts , ed . H.E. R o l l in s .  New Variorum  e d . , 1944.
 . The Tem pest, ed . F.Kermode. New A rden, 1954.
 . ____________ . ed . R.Langbaum. S ig n e t, I 964.
 • ____________ . ed . Anne R ig h te r . P enguin , I 968.
.• The V /in ter’ s T a le , ed . J .H .P . P a f fo rd . New Arden, I 963.
,_____________________. ed . F.Kermode. S ig n e t ,  I 963.
._____________________. ed . E rn e s t S chanzer. Penguin , 1969.
S id n ey , S i r  P h i l ip .  The C ountess of Pembrokes A rc a d ia , ( The New A rcad ia) 
ed . A lb e rt F e u i l l e r a t .  Cambridge, 1912; r p t ,  I 963.
• The C ountess o f  Pembrokes A rcad ia  (The Old A rc a d ia ) ,
O xford , 1973.
The M isfo rtu n es  o f A r th u r , ed . H.C. Grumbine. B e r l in ,  I 9OO.
 ____________ _________ . ed . W.Carew H a z l i t t .  In  Old E n g lish  P la y s ,
V o l.IV , 1874.
(383)
The Rare Triumphs o f Love and F o r tu n e , ed . W.Carew H a z l i t t .  In  Old 
E n g lish  P la y s , V o l.V I, 1874.
__________ ______________________________ ed . W.W. Greg. 1931. The Malone
S o c ie ty .
V i r g i l .  The A eneid , t r a n s .  C.Lay Lew is. 1*952.
W olf, V irg in ia .  O rlando . 1942.
Xenophon. The C yropaedia o f Xenophon, 2 V o ls , t r a n s .  and ed .
W. M i l le r ,  I 916.
Secondary B ib lio g ra p h y  o f C r it ic is m  C onsu lted
A arne, A and Thompson, S t i t h ,  Types o f th e  F o lk t a l e . H e ls in k i ,  196I .  
Abrams, M.H. A G lo ssa ry  o f L i te r a r y  Terms. Hew York, 1957» rp t.1 9 7 1 *  
Adams, J .Q . " H i l l 's  L i s t s  o f E a r ly  P lay s  in  M a n u sc rip ts ."  4 L ib ra ry
( 1940) ,  p . 20.
A lle n , Lon Cameron. Im age, M eaning, & M etaphoric T ra d it io n s  in  
R enaissance  P o e try . B a ltim o re : I 96O.
A ltheim . L i t e r a tu r  und G e s e lls c h a f t  im Ausgehenden A lte rtu m . H a l l ,1948. 
A nglo, Sydney. S p e c tac le  P ag ean try , and E a r ly  Tudor P o lic y . O xford,
1969.
A pel, W. & R .T. L a n ie l .  The H arvard B r ie f  D ic tio n a ry  of M usic.
Hew York, 1962.
A p p le to n , W.W. Beaumont & F le tc h e r ; A C r i t i c a l  S tudy . 1956#
A r i s t o t l e .  The P o e t ic s , Greek te x t  w ith  E n g lish  t r a n s . ,  ed . by 
S.H. B u tc h e r. I 894» r p t .  Hew York, 1951*
A rm strong, E.A. S h a k e sp e a re 's  Im ag in a tio n . L in co ln , H ebraska, I 963. 
A rm strong, W.A. "E lizab e th an  Themes in  The M isfo rtu n es  of A rth u r ."
EES, 7 ( 1956) ,  P P .238- 249.
_________________. "Shakespeare and th e  A c tin g  o f Edward A lle y n ."  ShS, 7
( 1954) ,  p p .82- 8 9 .
(384)
"The T o p ic a l i ty  o f The M isfo rtu n e s  of A r th u r ,"  IJ&Q, 2
( 1 9 5 5 ) ,  p p . 3 7 1 - 3 7 3 .
A rth o s , John . On th e  P o e try  o f S penser and th e  Form of Romances. 195^' 
> " P e r ic le s ,  P r in ce  o f Tyre; A S tudy in  the  D ram atic Use 
o f Romantic N a r r a t iv e ."  ShQ, 42 , (1 9 5 3 ), p p .257-270.
Ashe, G. Camelot and th e  V isio n  of A lb io n . I 97I ;  r p t .  1975*
. S h ak esp eare : The E a r ly  W ritin g s . 1972.
Auden, W.E. "K 's Q u est."  In  The K afka Problem , ed . A .F lo re s . Hew 
York, 1946, p p .47- 52.
. The D y e r 's  Hand & O ther E ssa y s . I 963; r p t .  1975* 
___________ . "The Sea and th e  M ir ro r ."  In  F o r The Time B ein g . 1945,
pp. 7 -60 .
A uerbach, E r ic h . M im esis. P r in c e to n , 1953*
B ak er, E rn e s t A. The H is to ry  o f th e  E n g lish  H ovel, V o l .I .  Hew York,
1934.
B ak er, George P ie rc e .  D ram atic T echnique. B oston 8c Hew York, I 919.
. The Development o f Shakespeare a s  a D ra m a tis t .
1907.
B ak er, H e rsc h e l, ed . F our E ssays on Romance. Cambridge, M ass., 1971* 
B ak er, H.T. "The R e la tio n  o f S h a k e sp e a re 's  P e r ic le s  to  G. W ilk in 's  
H o v e l."  PMU, 23 , ( I 9O8 ) ,  pp. 100-118.
B a ld e n sp s rg e r , F ernand . "Vfas O th e llo  an E th io p ia n ? "  H arvard S tu d ie s  
and H otes in  P h ilo lo g y  and L i t e r a t u r e , XX ( I 938) , PP. 3“14* 
B aldw in, T.V/. S h a k e sp e a re 's  F iv e -A c t S t r u c tu r e . U rbana, 1947*
. S hak sp ere ' s Small L a tin e  and Lesse G reek, 2 V o ls .
U rbana, 1944*
B a rb e r , R ich ard . A rth u r o f A lb io n . I 96I ;  r p t .  1971- 
B a rb e r , C.L. S h a k e sp e a re 's  F e s t iv e  Comedy. P r in c e to n ,1959*
______________ . "'Thou th a t  b e g e t 's t  him th a t  d id  th e e  b e g e t ' ;  T rans­
fo rm atio n  in  P e r ic le s  and The Winter* s T a le ."  ShS, 22, ( 1969) ,
pp. 56- 67.
(385)
B a rk e r , G.A. "Themes & V a r ia t io n s  in  S h a k e sp e a re 's  P e r i c l e s . " In  
Shakespeare* s L a te r  Comedies, ed . D .J . Palm er. 1971*
B a s k e r v i l l ,  C.R. The E liz a b e th a n  J i g  and R e la te d  Song Drama. C hicago,
1929.
B a s k e r v i l le ,  H e l tz e l ,  & H e th e rc o t t ,  e d s . E liz a b e th a n  & S tu a r t  P la y s .
Hew York, I 963.
B a te s , K .L. & Weed, L. Shakespeare -  ^  S e le c t iv e  b ib lio g ra p h y  & 
b ib l io g ra p h ic  n o te s . W e lle s le y , M ass.: 1913*
B a teso n , E.W ., ed . The Cambridge B ib lio g ra p h y .of E n g lish  L i t e r a t u r e , 
V o l . I ,  Cambridge, 1940.
• \
___________________ . The Cambridge B ib lio g ra p h y  o f E n g lish  L i t e r a t u r e ,
V o l . I ,  Supplem ent, ed . G.Watson. Cambridge, 1957*
Beckson & Ganz. A R eaders Guide to  L i te r a r y  Terms. I 96I .
B ee r, G i l l i a n .  The Romance. 1970, in  The C r i t i c a l  Idiom S e r ie s ,  n o .10,
/
B enac, H en ri. V ocabu la ire  de l a  D is s e r t a t io n . P a r i s ,  1949*
B e n n e tt ,  J.A.W . ed . E ssays on M alory. O xford , I 963*
B e n n e tt, J .W ., C a r g i l l ,  0 . ,  & H a ll ,  V ., e d s . S tu d ie s  in  th e  E n g lish  
R enaissance Drama. 1959*
B e n tle y , E r ic .  The L ife  o f The Drama. Hew York, I 964; r p t .  1970. 
B e n tle y , G.E. The P ro fe ss io n  of D ram atis t in  S h a k e sp e a re 's  Time. 
P r in c e to n , 1971*
Berman, Ronald. Reader* s Guide to  Shakespeare* s P la y s , a D is c u rs iv e .
B ib lio g ra p h y . C hicago, I 965*
B ernheim er, R. Wild Men in  the  M iddle Ages. Cambridge, M ass., 1952* 
B e th e l l ,  S .L . The W in te r 's  T a le : A S tudy . 1947*
B ev in g to n , D.M. From 'M ankind' to  Marlowe. Cambridge, M ass., 1962.
. . Tudor Drama & P o l i t i c s . Cambridge, M ass., I 968. 
B lu e s to n e , Max. From S to ry  to  S tage -  Tlie D ram atic A d ap ta tio n  o f Prose 
F ic t io n  in  the  P e rio d  o f Shakespeare & H is C on tem poraries. The
Hague -  P a r i s ,  1974*
B oas, F .S . U n iv e rs i ty  Drama in  th e  Tudor Ago. O xford, 1914*
( 386)
B o lg a r, R.R. The C la s s ic a l  H e ritag e  and i t s  B e n e f ic ia r ie s . Cambridge, 
1954. '
M.C. B radbrook. " P e e le 's  Old W ive 's Tale -  a  P lay  o f E nchantm ent." In
ES, m i l  (1 9 6 2 ) ,  pp. 323-330.
. S i r  Thomas M alory. 1958*
. The Growth and S tru c tu re  o f E liz a b e th a n  Comedy. 1973»
3rd  ed ,
. Themes and C onventions o f E liz a b e th a n  Tragedy. 1953*
* The R ise o f th e  Common P la y e r . 1962,
B ra d fo rd , G am aliel. P o r t r a i t s  and P e r s o n a l i t i e s . Hev/ York, 1933* 
B ra d le y , A.C. Shakespearean Tragedy. I 904; r p t .  1971*
B raun , M artin . H is to ry  and Romance in  G raeco -O rien ta l L i t e r a tu r e . 
O xford, 1938.
B rew er, B .8 . "Form in  th e  M orte D 'A r th u r ."  Medium Aevum, x x i ,  (1953)»
p p .14-24.
B rig g s , K a th erin e  M. "The F o ld s  o f F o lk lo r e ."  ShS, 17, (1 9 6 4 ) ,  PP*
167- 179.
B rockbank, J .P .  "H is to ry  and H is t r io n ic s  in  Cymbeline."  ShS, 11 ,
(1958), p p .42^ 9 .
B rooke, P e te r ,  The Empty Space. I968.
Brown, John R u s s e l l .  "The I n te r p r e ta t io n  o f S h a k e sp e a re 's  Comedies: 
1900- 1953."  S ^ »  8 , 1955, P P .1 -13 .
. ,  and H a r r is ,  B ern ard , e d s . E a r ly  S hakesp eare .
SuAS, 3 , ( 1961) .
_____________________________ _____  . L ater  Shakespeare.
SuAS, 8 , (1966 ) .
, E liza b eth a n  T heatre.
SuAS, 9 ,  (1966) .
, Shakespeare and h is  Comedies. 1957*
Brower, Reuben A* Shakespeare and The Graeco-Roman T r a d it io n . New 
York and O xford, 1971*
(387)
B ry a n t, J .H . "The W inter*s T ale  and the  P a s to ra l  T r a d i t io n ."  ShQ,
XIV, ( 1963) ,  p p .411- 417.
B ry a n t, T.A, ed . The Hev/ Compact B ih le  D ic t io n a ry . Grand R ap id s ,
M ich ., 1976.
B u e lh e r, K. Das Marchen und d ie  P h a ta s ie  des K in d es . Jen n a , I 97O. 
B u llo u g h , G eo ffrey , ed . N a rra tiv e  and D ram atic Sources o f S h ak esp ea re , 
V o ls . I , I I ,V I ,V I I I .  1957- 1975.
Bundy, M.V/. The Theory o f Im ag in a tio n  in  C la s s ic a l  and M edieval
Thought. U n iv e rs ity  of I l l i n o i s  S tu d ie s  in  Language and L i t e r a tu r e ,
V o l.X II , 1927.
B u rg ess , W illiam .' The B ih le  In  S h akespeare . New York, 19035 r p t .
1968.
B u rn e t t ,  Anne P ip p in . C atas tro p h e  S u rv iv ed : E u rip id e s ' P lay s  of Mixed 
R e v e rsa l. O xford, 1971*
Burrow s, R .Z. "D eception a s  a  Comic Device in  th e  O dyssey, " CW 59 
( 1965- 1966) ,  PP*33- 36*
B ush, G.D. M ythology and The R enaissance T ra d it io n  in  E n g lish  P o e try ,
New York, 1963.
. Shakespeare and The N a tu ra l C o n d itio n . Cambridge, M ass.:
1956*
B u t le r ,  Samuel. The A uthoress o f th e  Odyssey. 1922.
B u tc h e r , S.H. Some A spects o f The Greek G enius. I 904 , 3 r l  ed .
Cabau, Jaq u e s . ^  P r a i r i e  Perdue -  H is to ir e  du Roman A m erican.
P a r i s ,  1966. .
C am bell, L.B. S h a k e sp e a re 's  T rag ic  H eroes. Cambridge, 1930.
Camden, C a r ro l l ,  ed . L i te r a r y  Views: C r i t i c a l  and H is to r ic a l  E ssa y s . 
C hicago, 1964.
Cameron, E le a n o r, The Green and B urn ing  T ree . B oston , I 969*
Cam pbell, Jo seph . The Hero With A Thousand F aces . P r in c e to n , 19495 
r p t ,  and 2nd ed . I 968.
(388)
Cam pbell, L i ly  B, Scenes and M achines on th e  E n g lish  S tage d u rin g  th e  
R en a issan ce . Cambridge, 1923.
Cam pbell, O .J . and Quinn, E .G . A Shakespeare E n cy c lo p aed ia . I 966. 
C a rp en te r , R. Fo lk  T a le , F ic t io n  and Saga in  th e  Homeric E p ic s . 
B e rk e ley , 1958*
Cawley, R.R. "S h a k esp e a re 's  Use o f th e  Voyagers in  The Tem pest."  PMLA, 
XLI, (1 9 2 6 ), p p .688- 720.
. The Voyagers and E liz a b e th a n  L i t e r a tu r e . 1938.
Chambers, E .K . E liz a b e th a n  S ta g e .G lean in g s , n .d .
__________  . Shakespeare ; A Survey. 1925*
. The E liz a b e th a n  S ta g e , 4 V o ls . O xford, I 923.
« The E n g lish  Fo lk  P la y . O xford , 1933.
' . The M edieval S ta g e , 2 V ols. O xford, I 903.
.• W illiam  S hakespeare : A Study o f F a c ts  & Prob lem s, 2 
V o ls . O xford, 1930.
Chambers, E .K . & W illiam s, C h arle s . A S h o rt L ife  o f Shake sp e a re .1933 . 
C h a r lto n , H.B. Shakespearean Comedy. 1938.
_______________. Shakespearean Tragedy. Cambridge, 1948.
. The Senecan T ra d it io n  in  R enaissance T ragedy. Man­
c h e s te r ,  1946.
C hassang, A. H is to ire  du Roman. P a r i s ,  1862.
Cheney, D. S p e n s e r 's  Image o f N a tu re . New Haven, I 966.
C h ild re s s ,  D .T. "Are S h a k e sp e a re 's  L ate P lay s  R e a lly  Romances?" In  
S h a k e sp e a re 's  Late P lay s  -  E ssay s  in  Honor o f C h arles  Crow. 
A thens, O hio, 1974, p p .44-55 .
C h ré tie n  de T royes, A rth u rian  Romances. 1914; r p t .  19&8.
Chukovsky, K o rn e i. From Two to  F iv e , t r a n s .  & ed . M.Morton. B e rk e le y ,
I 97I 0
C la rk , A.M. Thomas Heyvfood, P lay iv righ t & M is c e l la n is t .  O xford, 1931. 
C la rk , B a r r e t t  H, ed . European T h eo rie s  o f th e  Drama. New York, I 918.
(389)
Clemen, W.H. The Development of S h a k e sp e a re 's  Im agery. 1951> r p t . 1969. 
C o g h ill ,  N. "The B a s is  o f Shakespearean  Comedy." E&S, 111, (1958)> 
pp . 1 -28 .
. "S ix  P o in ts  o f S ta g e c r a f t  in  The W in te r 's  T a le ."  ShS, 2 ,
( 1958) ,  p p .31- 41 .
C o le r id g e , S .T . Shakespearean  C r i t ic is m , 2 V o ls . New York, 1964.
. S e le c te d  P o e try  and P ro s e , ed . S. P o t t e r ,  1935- 
C o l l i e r ,  John B. The H is to ry  o f E n g lish  D ram atic P o e try . I 83I .
Colman, E.A.M. The D ram atic Use o f Bawdy in  S h akespeare . 1974*
Conacher, D .J . E u r ip id e an Drama -  Myth, Theme and S t r u c tu r e , I 967.
Conley, C.H. The F i r s t  E n g lish  T ra n s la to r s  o f The C la s s ic s . I 927. 
C o m fo rd , F.M. From R e lig io n  to  P h ilo so p h y . 1912; r p t .  New Y ork ,1957*
. The O rig in  o f A t t ic  Comedy, ed . T .H .C aste r. 1914? r p t .  
New York, I 96I .  '
C o rrig a n , R.W. ed .. Comedy: Meaning and Form s. San F ra n c is c o , I 965*
Cox, J r . , Clyde P e rry . Music as a U n ify in g  Elem ent in  Shakespeare* s 
Romances. D is s . U n iv e rs i ty  o f M ichigan , 1971*
C ra ig , H ard in . An I n te r p r e ta t io n  o f S hak esp eare . Columbia, M isso u r i,
1948. " • •
. E n g lish  R e lig io u s  Drama o f th e  M iddle A ges. O xford, 1955*
. "When Shakespeare A lte re d  H is S o u rce s ."  C en ten n ia l
Review, 8 ,  ( 1964) ,  p p .121-128.
C r a n f i l l ,  T.M. and B ruce , D.H. B am aby R ich : A S h o rt B iography . A u s tin , 
Texas, 1953*
C roce, B enedetto* A r io s to , S h ak esp eare , and C o r n e i l le , t r a n s .
D. A in s l ie .  I 92O.
C u n lif f e ,  J.W. Okie In f lu e n c e  o f Seneca on E liz a b e th a n  Tra,gedy. 1893* 
C u n lif f e ,  R .J .  A Lexicon o f th e  Homeric D ia le c t . Glasgow, 1924*
C urry , W.C. S h a k e sp e a re 's  P h ilo so p h ic a l P a t te r n s . B aton Rouge, L ou is­
ia n a ,  1959, 2nd ed .
(390)
C u tts ,  John P* " P e r ic le s  and the  V is io n  o f D ian a ,"  M Q, 3, ( 1967) ,  
P P #  21—22.
. "P e ric le s*  'D ow nright V io le n ce * ."  ShS, 4 » ( 1969) ,
pp. 275- 293.
. "P e r i c l e s * *Most H eavenly M usieke*. "  Ng, 7» ( i9 6 0 ) ,
p p .172- 174.
Danhy,John P . P o e ts  on F o r tu n e 's  H i l l . 1952; r p t .  I 965.
D av is , W alter R. "A Map o f A rcad ia : S id n e y 's  Romance in  i t s  T r a d i t io n ."
In  Sidney* s A rcad ia . New Haven, I 965, pp. 1-182.
Dawson, G ile s  Edwin. Four C en tu rie s  o f Shakespeare P u b l ic a t io n s .
Lawrence, K ansas, 1964.
Dawson, S.W. Drama and th e  D ram atic . 1970. The C r i t i c a l  Idiom  S e r ie s ,  
no . 11.
Dean, John . "S h a k esp e a re 's  Romances and H erodo tus ' H i s to r i e s . "
S a lzb u rg  S tu d ie s  in  E n g lish  L i t e r a t u r e , no s e r i e s  n o . ,  summer 1977; 
pp. 95- 100.
• "The B ass U ndertone: W.H. A uden 's F in a l  A ssessm ent o f The
Tem pest. " C ah iers  E l i s a b e th a in s , 11, A p ril  1977; pp. 73-84 . 
 • "The Two Arguments .of D onne's 'A i r  and A n g e ls '."  M assach­
u s e t t s  S tu d ie s  in  E n g l is h , I I I ,  4 ; f a l l  1972, p p .84-90 .
 . "The Odyssey as  Romance," C ollege L i t e r a t u r e , I I I ,  3;
f a l l  1976.
DeCamp, L .S . Science F ic t io n  Handbook. New York, 1953*
D em etriu s, On S ty le  -  D em etrius De E lo c u tio n s . Cambridge, I 9O2, 
D esP res, T erren ce . "The S u rv iv o r: On The E thos o f S u rv iv a l in  
E x tre m ity ."  E n co u n te r, XXXVII, S e p t. 1971; pp . 3-19*
D is r a e l i ,  I s a a c .  C u r io s i t ie s  o f  L i t e r a t u r e , 3 V ols. I 8O7- I 8 I 7 . 
D eutsche S h a k e sp e a re -g e s e lls c h a f t  ( Weimar) B ib l io th e k . K a ta lo g ;
n a c h tra g  1950-19^0. Weimar, I 96O.
Doran, M adeline. Endeavours o f A rt : A Study o f Form In  E liz a b e th a n  
Drama. M adison, W isconsin , 1954*
(391)
Dodds, E .R . The Greeks and th e  I r r a t i o n a l . B e rk e ley , I 95I ,
D uffy , C. and P e t t i t ,  H. A D ic tio n a ry  of L i te r a r y  Terms. New York,
1951; r p t .  1953.
Dunlop, John C. H is to ry  o f P rose F i c t i o n , ed . Henry W ilson, 2 V o ls.
1911.
Dunn, C ath erin e  M. "The F u n c tio n  o f Music in  S h a k e sp e a re 's  Romances."
^ , . 20 , ( 1969) ,  pp. 391-4 0 8 .
E h isc h , W alter and S chueking , Levin L. Shakespeare B ib lio g ra p h y . 
O xford , 1931.
. Supplement f o r  th e  y e a rs  1930-
1935. O xford, 1937.
Edw ards, P h i l ip .  Shakespeare and The C onfines o f  A r t . I 9 68.
. "S h a k esp e a re 's  Romances: 1900-1957*" ShS, 11, (1 9 5 8 );
pp. I - I 8 .
________  . "An Approach to  th e  Problem of P e r i c l e s , "  ShS, 5>
( 1952) ,  p p .25- 49 .
E g g e rs , W alter F . P e r ic le s  and Shakespearean Romance. D is s . U n iver­
s i t y  o f N orth  C a ro lin a , 1972.
E in s te in ,  L. The I t a l i a n  R enaissance in  E ng land . New York, 1902; 
r p t .  1935.
E l i o t ,  T .S . C o lle c te d  Poems I 909- I 962. New York, I 963.
■ . E ssays on E liz a b e th a n  Drama. New York, 1956.
___________ . S e le c te d  E ssay s . 1932; r p t .  1972.
E ll is -F e rm o r , Una. The Jacobean Drama. 1958.
E l ia d e ,  M ircea . The Myth of th e  E te rn a l  R e tu rn , t r a n s ,  W.R. Task.
New York, 1954*
E l l i s o n ,  Lee M. The E a r ly  Romantic Drama a t  th e  E n g lish  C o u rt. 
C hicago, 1917.
E l to n ,  W. " P e r i c l e s : A New Source o r  A nalogue." JEGP, XLVIII,
1949, pp. 138-139.
(392)
Empson, W illiam . "Hunt th e  Symbol." TLS, 23 A p r i l ,  I 964.
. Seven Types of A m biguity . 1930.
. Some V ersio n s  o f P a s to r a l . 1935.
Enck, John J ,  P o r t e r ,  E .T .,  and W h itley , A ., e d s . The Comic in  Theory 
and P r a c t ic e . New York, I 96O.
E vans, B. S h a k e sp e a re 's  Comedies. New York, I 96O.
Ewbank, In g a -S tin a . "S h a k esp e a re 's  P o e try ."  In  A New Companion to  
Shakespeare S tu d ie s , ed . K .M uir and S.Schoenbaum. Cambridge,
1971, P P .99- 115.
■ "The Triumph o f  Time in  The W in te r 's  T a le . " A
Review o f E n g lish  L i t e r a t u r e , V, ( 1964) ,  p p .83-100.
F a t i n i ,  G iuseppe. B ib l io g r a f ia  d e l l a  c r i t i c a  a r io s t e a ,  1510-1556.
F ire n z e , I 958.
F ay e , M. A l lo t t e .  J u le s  V erne. New York, 1956.
F e lp e r in ,  Howard. S hakespearian  Romance. P r in c e to n , 1972.
F e rg u sso n , F . The Id ea  o f a T h e a tre . P r in c e to n , 1949.
. Shakespeare -  The P a t te rn  in  H is C a rp e t. New York, 1970.
F ie ld ,  P .J .C . Romance and C h ro n ic le . B loom ington, I n d . ,  1971.
F in le y ,  M .I. The A ncien t G reeks. I 963.
. The World o f O dysseus. 1956.
F i t c h ,  R obert E . S hakesp eare , The P e rs p e c tiv e  o f V alue . P h i la d e lp h ia ,
1965»
F le a y , F .G . A B io g ra p h ic a l C hron ic le  o f th e  E n g lish  Drama -  1599-1642, 
V o l . l .  1891.
F o m a ra , C h arles  W. H erodotus -  ^  I n te r p r e t iv e  E ssay . O xford , 1971. 
F o s te r ,  James R. H is to ry  of the  Pre-R om antic Novel in  E ngland . 1949.
F o w le r, Roger. A D ic tio n a ry  o f Modern C r i t i c a l  Terms. 1973.
Fox, Roy, The T r ia l  o f M erit in  S h a k e sp e a re 's  L as t P la y s . D iss .
U n iv e rs i ty  o f W ashington, 1974.
F ra n k fo r t  H. and H .A ., ed s . B efore  P h ilo so p h y . 1949.
(397)
M acropaedia. Chicago, 1943-1973.
. The H yacin th  Room. New York, 1964.
H u iz in g a , J .  Homo Lud e n s : ^  Study o f the  P lay -e lem en t in  C u ltu re , 
t r a n s .  R .F .C . H u ll, 1949.
H unt, M aurice. Ways o f Knowing in  S h a k e sp e a re 's  L ate  P la y s . D iss .
U n iv e rs i ty  o f C a l i f o r n ia ,  B e rk e le y , I 97I .
H un ter, G.K. John L y ly : the  Humanist as C o u r t ie r . I 962.
_. "Seneca and the  E l iz a b e th a n s ."  ShS, 20, ( I 967) ,  p p .17-26 .
H un ter, R obert G. Shakespeare and th e  Comedy of F o rg iv e n e s s . New York,
1965.
H uxley, A ldous. C o lle c te d  E ssa y s . New York, I 96O.
Immerwahr, H.R. Form and Thought in  H erodo tus. C leveland , I 966. 
Jachm ann, Jochen . "Ein n u tz l ic h e s  Denkmal f u r  Gower. Der A lte
e n g lisc h e  D ic h te r ,  d ie  E l is a b th a n e r  und das P e r i c l e s S c h a u sp ie l ."  
P rism a , 14, ( 1968) ,  p p .160-162.
J a c q u o t, J e a n , ed . D ram aturgie e t  S o c ié té , XVIe e t  XVIIe s i è c l e s , 2 
V o ls . P a r i s ,  I 968.
Jam es, D.G. S cep tic ism  and P o e try . I 96O.
Jam es, Henry. The N ovels & Tale s o f Henry Jam es, New York e d i t io n ,
V o l.2, The A m erican, V ols. 5 -6 , The P r in c e s s  Casamassima, New York,
1907- 1917.
.__________. "Mr I r v in g s  P ro d u ctio n  o f Cymbeline. " in  % e  S cen ic  A r t ,
1949, pp .282-284,
Jam es, W illiam . The V a r ie t ie s  o f R e lig io u s  E x p e rie n c e . 1901-1902; r p t .
1971.
Johnson , D r.Sam uel. A D ic tio n a ry  o f The E n g lish  Language. V o l . I I . 1756.
____________________ . On S hak esu eare , ed . W.K. W im satt. I 969.
. Prose and P o e try . O xford, I 96I .
Jo n e s , Hughes L. The J u s t ic e  o f Z eus. B erk e ley , 1971.
(398)
J o n e s , M arion. "The C ourt and th e  D ra m a tis ts ."  SuAS, 9 , ( I 966) ,  
p p .169- 195.
Ju n g , C.G. P sy c h o lo g ic a l R e f le c t io n s ,  ed . by J .  J a c o b i and R .F .C . H u ll. 
1971, 2nd ed .
JuB serand , J . J .  The E n g lish  Novel in  th e  Time o f S h ak esp eare , t r a n s .
by E .L ee . I 89O; r p t .  I 966.
Kahn, C oppelia  Huber. S tru c tu re  and Meaning in  Shakespeare* s P e r i c l e s .
D is s . U n iv e rs i ty  o f C a l i fo rn ia ,  B e rk e le y , 1970.
K a is e r ,  W alter J .  P r a i s e r s  o f F o l ly : E rasm us, R a b e la is , S h ak esp eare .
Cambridge, M ass., I 963.
Kane, R .J . "A Passage in  P e r i c l e s . "  MIN, LXVIII, (Nov. 1953), PP. 48 3 - 
4 8 4 .
Kaufman, R .J . ed . E liz a b e th a n  Drama -  Modern E ssays in  C r i t ic is m .
New York, I 96I .
Kaufmann, W alte r. "Goethe v . Shakespeare: Some Changes in  D ram atic 
S e n s i b i l i t y . "  P a r t i s a n  Review, 34, (1 9 5 2 ).
K au l, M y th il i .  The C ourt and The C ountry . D iss . Yale U n iv e r s i ty , I 965. 
Kay, F .L . "A ris ta rch u s*  t e l o s , Odyssey X X III, 296."  CR, 7 , (1 9 5 7 ),
Po 106.
Kenyon, J .P .  The S tu a r t s . 1958; 7 th  im p ., 1971.
K er, W alter P . C o lle c te d  E ssays I I . 1925.
o E p ic  and Romance. I 9O8 ; r p t .  1957.
K e ren y i, C a r l. Der g r ie s c i s c h - o r ie n ta l i s c h e  R o m an lite ra tu re  in  
r e l ig io n - g e s c h ic h t l i c h e r  B eleuch tung . Tubingen, 1927.
. D ionysus: A rch e ty p al Image o f I n d e s t r u c t ib le  L i f e , 
t r a n s .  R.Manheimi. P r in c e to n , 1976.
. The Gods o f th e  G reeks, t r a n s ,  J.H .C am eron, 1958,
Kermode, F rank . The F in a l P lays o f W illiam  S hakespeare . I 963 . 
. The Sense o f an E nding . I 967 .
(399)
K ernan , A lv in . "The p la y s  and p la y w rig h ts ."  In  The R evels H is to ry  of 
Drama in  E n g l is h , V o l . I I I .  1975, pp.237-474.
K e rr , W alte r. Tragedy and Comedy. New York, I 967.
K irk , G.S. Myth: i t s  Meaning and F u n c tio n  in  A ncient and O ther Cul­
tu r e s .
K n ig h t, G .W ilson. Myth and M ira c le . I 929.
. Shakespeare and R e l ig io n . I 967.
 _______________. The Crown o f L i f e . 1948.
'_________ . The Im p e ria l Theme. 1951*
. The Shakespearean Tempest. 1932.
K n ig h t, L.C . Drama and S o c ie ty  in  th e  Age o f Jo n so n . 1937*
. F u r th e r  E x p lo ra t io n s . I 965.
. Some S hakespearian  Themes. 1959*
K osch, Von Wilhem, ed . D eutsches L i te r a tu re -L e x ic o n . B e r l in ,  V o l . l ,  
1949, V o l . I l l ,  1956.
K o tt ,  J an . Shakespeare Our Contem porary. 1964*
Lake, D .J . "Rhymes in  P e r i c l e s . " N&Q, 16 , ( 1964) ,  p p .139-143*
Lam bert, Mark. S ty le  and V ision  in  Le Morte D 'A rth u r . New Haven, 1975* 
L a rse n , T h o r le i f .  "The E a r ly  Y ears o f George P e e le , D ra m a tis t ."
In  T ra n sa c tio n s  o f th e  Royal S o c ie ty  o f Canada, 22, ( I 9 2 8 ), 
pp. 271- 3 1 8 .
L a ttim o re , Richmond. The P o e try  o f Greek T ragedy. C hicago, I 968. 
L a u te r ,  P a l .  ed . T h eo ries  o f Comedy. New York, I 964*
Law, R obert Adger. "On the  D ating  o f S h a k e sp e a re 's  P la y s . SAB, X I,
( 1935) ,  p p .46- 51.
L a w lis , M e r r i t ,  ed . E liz a b e th a n  Prose F i c t io n . New York, I 967.
Lea, K a th leen  M. I t a l i a n  P o p u la r Comedy, 2 V ols. O xford, 1934*
L e a v is , F .R . " C r it ic is m  o f S h a k e sp e a re 's  L as t P la y s : A C av ea t."  
S c ru tin y , 10, ( I 941)*
____________ . "The C r it ic is m  of S h a k e sp e a re 's  L ate P la y s ."  In  The
Common P u r s u i t .  1952.
( 4 0 0 )
Lecooq, L ou is. La S a t i r e  en A n g le te r re , de 1588 à 1603. P a r i s ,  I 969.
Lee, S i r  S idney, A Shakespeare R eference L ib ra ry * 1910; 2nd ed , I 925.
 ___________• Shakespeare* s E ngland . 1916.
Leech, C l i f f o rd .  " F le tc h e r ,  Jo h n ."  In  A Shakespeare E n cy c lo p aed ia ,
ed . Campbell and (Quinn. I 966.
. "S h a k esp e a re 's  G reek s ."  In  S t r a t f o r d  P apers  On
S hakesp eare , n o o 4 ,(1963) ,  p p .1- 20,
 . "The S tru c tu re  o f th e  L a s t P la y s ."  ShS, 11, ( 1958) ,
pp. 25- 27.
_* T ragedy. I 969.
_. and T.W. C ra ik , e d s . The R evels H is to ry  o f  Drama
E n g lis h , V o l . r a ,  1576- 1613* 1975.
L e g a t t ,  A lexander. S h a k e sp e a re 's  Comedy o f Love. 1974*
Legran d , P .E . The New Greek Comedy, t r a n s .  J .L o eb . I 917.
Lemmi, C.W. "The Sources o f G reen e 's  O rlando F u r io s o ." MLN, 31>
( 1916) ,  pp .440-441 .
Lemon, Lee T. A G lo ssa ry  f o r  the  Study o f E n g l is h . New York, 1971*
Lesky , A lb in . A H is to ry  o f Greek L i t e r a t u r e , t r a n s .  J .W i l l i s .  I 966.
 . Greek T ragedy, t r a n s .  H.A. F r a n k f o r t ,  I 965*
L ev in , H arry . The Myth o f th e  Golden Age in  th e  R en a issan ce . Blooming­
to n , I n d . ,  1969*
 . ed . V eins of Humour. Cam bridge, M ass., 1972.
Lew is, C .S. P reface  to  P a ra d ise L o s t. O xford, 1942.
___________ . The A lleg o ry  o f Love. O xford, 1936; r p t ,  1938.
___________ . The D iscarded  Image. I 964; r p t .  1970.
L id d e ll  and S c o t t .  G reek-E ng lish  L ex icon . O xford, I 926.
L in c o ln , E lean o r T e rry , ed . P a s to ra l  and Romance. Englewood C l i f f s ,  
New J e r s e y ,  I 969*
L is s n e r ,  I v a r .  Man, God and M agic, t r a n s .  J.M .Brownjohn. I 96I .
Logan, G.M. "Hughes' Use of Lucan in  The M isfo rtu n es  o f A r th u r . " RES,
20 , (1969), pp.22- 32.
( 4 0 1 )
Logan, Terence P. and Sm ith, D .S, e d s . The P red e c esso rs  o f S h akespeare .
L in co ln , N ebraska, 1973*
L onginus. PERI HYPSOS -  On The Sublim e, ed . D.A. R u s s e l l .  O x fo rd ,I964.
. On The Sublim e, t r a n s .  A .O .P r ic k a r d .  O xfo rd , I 906,
Loomis, Roger 8 . A rth u rian  L i te r a tu r e  in  th e  M iddle Ages. O x fo rd ,1959* 
L ord , A lb e r t .  The S in g e r o f T a le s . Cambridge, M ass., I 96O.
Lovejoy, A rth u r 0 . and B oas, George. P r im itiv ism  and R e la ted  Id e a s  in  
A n tiq u ity . B a ltim o re , 1935*
L ucas, Frank L. E u r ip id e s  and H is In f lu e n c e . Norwood, M ass., 1924*
_________________. T ragedy; S e rio u s  Drama in  R e la tio n  to  A r i s t o t l e s *
P o e t ic s . New York, re v . e d . , I 962.
Lumainsky, R.M. ed . M alory*s O r ig in a l i t y , A C r i t i c a l  S tudy o f  Le 
M orte D 'A rth u r. B a ltim o re , 1964*
M ackail, J.W. "The ep ilo g u e  o f the  O dyssey. " In  Greek P o e try  and 
L i f e . O xford, 1936, p p .1 -13 .
M aclean, H. ed . Edmund S p e n se r 's  P o e try  -  A u th o r i ta t iv e  T ex ts and 
C r i t ic is m . New York, I 968.
M acNeice, L o u is . S e le c t e d  Poems. I 964.
M arrou, H .I . A H is to ry  of E d ucation  in  A n tiq u i ty , t r a n s .  G. Lamb.
1956.
M arsh, D.R.C. The R ecu rrin g  M ira c le : A Study o f Cymbeline and The 
L as t P la y s . L in co ln , N ebraska, I 962.
M atthew s, W illiam . The I l l - f r a m e d  K n ig h t. B e rk e ley , I 966.
M axwell, J .C . "L ucan 's  F i r s t  T r a n s la to r ."  N&Q, 192, (1947)> p p .521-522. 
M azzarino , S an to . The End o f th e  A ncien t W orld, t r a n s .  G. Holmes.
New York, I 966.
M c llw ra ith , A.K. ed . F iv e  E liz a b e th a n  Comedies. 1934; r p t .  1945* 
McManaway, J .G . "Recent S tu d ie s  in  S h a k e sp e a re 's  C hronology." ShS, 3>
( 1950) ,  p p .22- 23.
M endl, R.W.S. R ev e la tio n  in  S h akespeare . I 964.
( 4 0 2 )
M erchant, P a u l. The E p ic . 1971, The C r i t i c a l  Idiom S e r ie s ,  n o .1 7 . 
M ered ith , George, ^  Essay on Comedy. New York, 1956#
M idd le ton , John . M agic, W itc h c ra f t , and G ir in g . New York, I 967. 
M ilw ard, P e te r .  S h a k e sp e a re 's  R e lig io u s  B ackground. 1973*
M orrison , M.R. "The Sources o f G reen e 's  Orlando F u r io s o ."  MLN, 49>
( 1 9 3 4 ) ,  p p . 4 4 9 - 4 5 1 .
M oulton, R ichard  G. Shakespeare as a D ram atic A r t i s t . O xford, I 9OI, 
3rd .  eô n ,
M uir, K enneth. Shakespeare as  C o lla b o ra to r . New York, I 96O.
. S h a k e sp e a re 's  S o u rce s , V o l . l ,  Comedies and T ra g e d ie s .
1957.
ed . S h akespeare  S u rv e y , 29 , " S h a k e s p e a r e 's  Romances,"
( 1976) .
. e d .  S hakespea re  The W i n t e r ' s  T a le .  A Casebook. I 968. 
. The L a s t  P e r io d s  o f  S h a k e s p e a re , R a c in e , and I b s e n . 
L iv e rp o o l, I 96I .
_________  and Schoenbaum, S. e d s .  New Companion to  S h ak esp ea re
S tu d ie s . Cambridge, 1971*
Mumford, I .L .  "R e la tio n sh ip s  between I t a l i a n  R enaissance  L i te r a tu r e  
and E liz a b e th a n  L i t e r a tu r e ,  1557-1603. A B ib lio g ra p h y ."  I t a l i a n  
S tu d ie s , IX, (1 9 5 4 ), p p .69- 76.
M urray, G i lb e r t .  A ris to p h a n e s . O xford , 1933.
. " R itu a l E lem ents in  th e  New Comedy." CQ, XXXVII,
XXXVII, ( 1 9 4 3 ) .
M urray, J .T .  E n g lish  D ram atic Companies, 1558-1642, 2 V ols. I 9IO. 
M yres, J .L .  "The l a s t  Book o f the  I l i a d , I t s  p lace  in  th e  s t r u c tu r e  
o f th e  poem." JHS, 52, (1 9 3 2 ), p p .264-296.
N ea le , J .E .  Queen E l iz a b e th  I .  1952; r p t .  I 96I .
N e ilso n , F . Shakespeare and th e  Tem pest. R indge, New H am pshire, 195&*
(403)
N ic o l l ,  A lla rd y c e , M asks, Mimes and M ira c le s . I 93I .
______ ____________ , ed . Shakespeare Survey 11, "The L as t P la y s ,"  ( 1958) .
. The Development o f th e  T h e a tre . 1958*
N ie tz sc h e , F r ie d r ic h .  The B ir th  o f Tragedy and The Genealogy o f M o ra ls , 
t r a n s .  F .G o lf f in g . New York, 195^* - 
Nosw orthy, J.M . "Music and I t s  F u n c tio n  in  th e  Romances o f Shakes­
p e a re ."  ShS, 11, ( 1958) ,  PP06O-69.
. "The N a rra tiv e  Sources o f The Tem pest."  RES, x x iv ,
( 1948) ,  p p .218- 294 .
N u t t a l l ,  A.D. W illiam  S hakespeare : "The W in te r 's  T a le " . I 966. In  the  
s e r i e s ,  A rn o ld 's  S tu d ie s  in  E n g lish  L i t e r a tu r e ,  n o .26.
O d e ll, G.C.D. Shakespeare from B e t te r to n  to  I r v in g . New York, 1920. 
O e f te r in g , M. H e lio d o r und se in e  Bedeutung f u r  d ie  L i t e r a t u r . B e r l in ,
1901.
O re g lia ,  Giacomo. The Commedia d e l l - A r te . New York, I 968.
O t is ,  B rooks. Ovid As An E pic  P o e t. Cambridge, 1970, 2nd ed .
O xford E n g lish  D ic tio n a ry , A Supplement t o , 'V o l I I  H-N. O xford, 1976. 
P ack ard , D.W. and M eyers, T. A B ib lio g ra p h y  o f Homeric S c h o la rsh ip .
M alibu, C a l i f o r n ia ,  1974o 
P age, D.L. H is to ry  and the  Homeric I l i a d . B e rk e le y , 1959- 
P alm er, David J .  ed . S h a k e sp e a re 's  L a te r  Comedies. 1971.
* Shakespeare The Tempest. A Casebook. I 968. 
____________________ and B radbury , Malcolm. S h ak espearian  Comedy. SuAS,
1 4 , ( 1972) .
P a rk e r , M.D.H. The S lave o f L i f e . 1955-
P a r ro t  t ,  T.M. The Problem of Timon. Sh .A ssoc.P am phlet. New Y ork ,1923»
___________  . W illiam  S hakespeare : A Handbook. P r in c e to n ,19345
re v . 1955-
_____________ . Shakespearean Comedy. New York, 1962.
P a rry , Adam, ed . The Making o f Homeric V erse -  The C o lle c te d  Papers o f 
. M .P arry . O xford, 1971-
(404)
P a r t r id g e ,  E r ic .  S h a k e s p e a r e 's  Bawdy. New York, I 969 , re v .e d .
P a s c a l ,  B la is e .  P en sée s , t r a n s .  • A .J . K ra ilsh e im e r . I 966.
P a tc h , Howard H. The Goddess F o rtu n a  in  M edieval L i t e r a tu r e . Cam bridge,
1927.
' The T ra d it io n  o f B o e th iu s . New York, 1935*
P e l l e g r in i ,  A.M. "Bruno, S idney , and S h ak esp ea re ."  SP, 40 , (1 9 4 3 )j
pp. 128- 144.
P e rn , B.R. "Dumb Show in  E liz a b e th a n  Drama." RES, X I, (1935)? PP«385~
398.
P e r ry , Ben E. The A ncient Romances. B e rk e ley , I 967*
P e te rs o n , Douglas L. Time, Tide and Tempest -  A Study o f S h a k e sp e a re 's  
Romances. San M arino, C a l i f o r n ia ,  1973*
P e t t e t ,  E .C . "Dangerous Seas and Unvalued J e w e ls ."  E n g l is h , F a l l  1955?
p p .215- 220.
____________ . Shakespeare and th e  Romance T r a d i t io n . New York, 1949*
P h ia la s ,  P e te r  G. S h a k e sp e a re 's  Romantic Comedies, The Development o f 
T h e ir Form and Meaning. Chapel H i l l ,  I 966.
P h i l i p s ,  E.D . "The Comic O dysseus." G&R, 2nd s e r . , 6 , (1959)? P P *58-67* 
P h il l im o re , J .S .  E n g lish  L i te r a tu r e  and th e  C la s s ic s . O xford, 1912. 
P rem inger, A, Wamke, F . J . ,  and H a rr iso n , O .B ., e d s . The P r in c e to n  
E ncyclopead ia  o f P o e try  and P o e t ic s . P r in c e to n , 1972.
P r ic e ,  Hereward T. C o n stru c tio n  in  S h akespeare . Ann A rbor, M ich .,1951. 
P ropp , V lad im ir, The Morphology o f th e  Fo lk  T a le . A u s tin , 1968. 
P ro u d fo o t, R. "Shakespeare and th e  New D ram a tis ts  o f th e  K in g 's  Men, 
1606-1613." SuAS, 8 , ( 1966) ,  p p .235-261.
P ro u ty , C harles T. George G ascoigne. New York, 1942.
. The Sources o f "Much Ado About N o th ing . " New
Haven, 1950*
Q u il l e r -C o u c h ,  S i r  A r th u r .  N o tes  on S h a k e s p e a re ' s Workmanship. New 
York, 1917.
(405)
E abk in , Norman. Shakespeare and th e  Common U nderstan d in g . New York,
1967.
R aphael, D.D. The Paradox o f T ragedy. 1960; r p t .  I 969.
R a tten h u ry , R.M. "Romance; T races o f  L ost Greek N o v e ls ."  In  New 
C hapters in  th e  H is to ry  of Greek L i t e r a t u r e , ed . J .U . P ow ell,
3 rd  s e r .  O xford, I 94O.
R eese, G. " P o l i t i c a l  Im port o f The M isfo rtu n es  o f A rth u r . " RES, 21,
( 1945) ,  p p .81- 91 .
R eese, M.M., ed . E liz a b e th a n  Verse Romances. I 968.
R eeve, C la ra . The P ro g re ss  o f Romance and The H is to ry  o f  C haroba,
Queen of E gyp t. I 785; r p t .  New York, 1930.
R ex ro th , K enneth. "The A rt o f L i t e r a tu r e ."  In  The New E n cyclopaed ia  
■B r i ta n n ic a , V ol. 10 , M acropaedia. C hicago, 1943-1973, p p .1041-
1049.
R ich , Townsend. H aring ton  and A r io s to . New Haven, 1940.
R ig h te r , Anne. Shakespeare and th e  Id e a  o f th e  P la y . 1962; r p t . 1967. 
R o b ert, P au l. D ic tio n n a ire  A lphabétique & A nalogique de l a  Langue 
F r a n ç a is e . P a r i s ,  1970.
Rohde, Erw in. Der g r ie c h isc h e  Roman und se in e  V o r la u fe r . L e ip z ig ,
1914, 3 rd . ed .
. Psyche. 19255 rp t*  I 966.
R oot, R obert K. C la s s ic a l  Mythology in  S h ak esp eare . New York, I 965. 
R ose, H .J . A Handbook o f Greek L i t e r a tu r e . New York, I 965.
Rosen, W. Shakespeare and th e  C ra f t o f Tragedy. Cambridge, M ass .,1960. 
R u o ff , James E. Macmillan* s Handbook o f E liz a b e th a n  & S tu a r t  L i t e r a ­
t u r e . 1975*
R u s s e l l ,  P a t r i c i a .  "Romantic N a rra tiv e  P la y s ; 1570-1590." SuAS, 9 ,
( 1966) ,  p p .107- 130.
S a c c io , P e te r .  The C ourt Comedies o f  John L yly . P r in c e to n , 1969* 
S a l in g a r ,  L.G. "The Development o f T w elfth  N igh t and I t s  S o u rce s ."
Sg, IX, ( 1958), pp.120- 128.
(406)
"The D ecline  o f T rag ed y ." In  The Age o f S hakespeare ,
ed . B o ris  F ord . 1955, p p .429-440.
. "Time and A rt in  S h ak esp eare ’ s Romances." IX,
( 1966).
Sampson, George. The Concise Cambridge H iè to ry  o f E n g lish  L i t e r a t u r e . 
Cambridge, 1970.
S an d ers , Norman. "The Comedy o f Greene and S h ak esp ea re ."  SuAS, 3, 
(1 9 6 1 ), p p .35-54.
S a t in ,  Jo seph  Henry, ed . Shakespeare auj. H is S o u rces . B oston , I 966. 
S c a g lio n e , Aldo D. N ature  and Love in  th e  L ate  M iddle Ages. B e rk e le y ,
1963.
S c h i f f h o r s t ,  G era ld , J .  "The Im ag e ry .in  P e r ic le s  and Y/hat i t  T e l ls  
U s."  BSUF, 8 , n . d . ,  p p .61-70.
S ch lauch , M arg are t. A nteceden ts o f th e  E n g lish  N ovel, 1400-1600.
Warsaw and London, I 963.
S c h le g e l, A.W. A Course of L ec tu re s  on D ram atic L i t e r a t u r e , I 8O9- I 8I I .
t r a n s .  J .  B lack . I 846.
Schm idt, A lexander. Shakespeare Lexicon and Q uota tion  D ic tio n a ry .
B e r l in ,  1902; r p t .  New York, 1971»
Schoerab, Jakob . A riosto* s Orlando F u rio so  in  d e r  e n g lisch e n  L i t t e r a t u r  
des Z e i t a l t e r s  d e r  E l i s a b e th . D is s . U n iv e rs i ty  o f S tr a s b o u rg ,I898 . 
Schoenbaum, Samuel. S hakespeare’ s L iv es . O xford, 1970.
S c o t t ,  "The end o f th e  O dyssey." CJ, 25 , ( 1929- I 930) ,  p . 547»
S c o t t ,  A .F. C urren t L i te r a r y  Terms, . . T h e ir O rig in  and U se. New York,
1965.
S c o t t ,  S i r  W alter. "Romance." in  The Supplement to  th e  4 t h , 5 th , and 
6 th  e d s . o f th e  E ncyclopaed ia  B r i ta n n ic a , V o l . I I I .  E d inburgh ,
1824, p p .435- 456.
S c o t t ,  W illiam  I .D . S hakespeare’ s M elan ch o lic s . I 962.
S c o t t ,  V /illiam  0 . "A nother ’H e ro ica l D ev ise ' in  P e r i c l e s ."  ShQ, 20,
( 1969), pp.9 1 - 9 5 .
(407)
Semon, K .J . F a n ta sy  and Wonder: S h a k e sp e a re 's  L ast P la y s . D is s .
U n iv e rs i ty  o f W ashington, 1971*
Sen G upta, S .C . The W h ir lig ig  o f Time.' I 96I .
S ew e ll, A. C h a rac te r  and S o c ie ty  in  S hakespeare . O xford, I 951• 
Shake sp ea re -Jah rh u ch  (1865-1964)
. D eutsche Shakespeare G e se lls c h a f t  W est, 
H e id e lb e rg . 1965 —
 _____________________ . Shakespeare G e s e lls c h a f t  E a s t .  Weimar, I 964—
■Shakespeare N e w s le t te r , The, ed L ouis H ard er. U n iv e rs i ty  o f 1 1 1 .,
1965 —
Shakespeare Q u a r te r ly , ed . J.G.McManaway (1950-1972), R .J.S choeck  
( 1972- )  W ashington, D.C.
Shakespeare R esearch  O p p o r tu n it ie s , The R eport o f th e  MLA C onference.
R iv e rs id e , C a l i f o r n ia ,  I 965.
Shakespeare S tu d ie s , ed . J .L e ed s  B a r r o l l .  C in c in a t t i ,  O hio, I 965 —  
Shakespeare Survey , ed . A lla rd y ce  N ic o ll  ( I 948- I 964) ,  K enneth M uir
(1965 -  )
Shaw, G.B. Shaw on S hak esp eare , ed . Edwin W ilson. New York, I 96I .  
S h ip le y , J .T .  D ic tio n a ry  o f World L i te r a r y  Terms. 1943, r p t .  1970. 
Si(3ney, S i r  P h i l ip .  An Apology f o r  P o e try , ed . G. Shepherd. M anchester, 
1965; r p t .  1973.
Simpson, P ercy . S tu d ie s  in  E liz a b e th a n  Drama. Oxford 1955*
S is so n , J .C . L ost P lay s  o f S h a k e sp e a re 's  Age. Cambridge, 1936.
. S h akespeare . 1954.
. S h a k e sp e a re 's  T rag ic  J u s t i c e . Scarborough, 1961.
S i tw e l l ,  E l iz a b e th . A Notebook on W illiam  S hakespeare . B oston , I 96I .  
Sm ith , D.N. ed . S hakespearian  C r i t i c i s m . ..1 6 2 3 -1 8 4 0 . 1973*
Sm ith , H a l l e t t .  E liz a b e th a n  P o e try . Cambridge, M ass., 1952.
. S h a k e sp e a re 's  Romances. San M arino, C a l i f . ,  1972.
(408)
Sm ith; ?/. ed . D ic tio n a ry  o f Greek and Roman B iography and M ythology.
V o l . I I .  1849.
Smyth, A.H. S hakespeare*s P e r ic le s  and A p o llo n iu s  o f T yre.
P h ila d e lp h ia , I 898.
S n e l l ,  Bruno. The D iscovery  of th e  Mind. "O xford, 1953.
S o u th e rn , R ich ard . The Seven Ages o f th e  T h e a tre . I 962.
S pencer, Theodore. "Appearance and R e a l i ty  in  S h a k e sp e a re 's  L as t 
P la y s ."  Modem P h ilo lo g y , XXXIX, (1 9 4 2 ), p p .265-274,
. Shakespeare and The N ature  of Man. New Y ork ,1942. 
S pencer, T .J .B . ed . E liz a b e th a n  Love S to r i e s . I 968.
S p en ser, Edmund. F a e r ie  Queene, ed . J .C . Sm ith. O xford, I 909; 
r p t .  1972.
. S e le c te d  P o e try  and C r i t ic is m . New York, I 968.
S p ik e r , S in a . "George W ilk ins and th e  A utho rsh ip  o f P e r i c l e s ."
SP, 30 , ( 1933) ,  p p .551- 570.
S p in g a rn , J .E .  A H is to ry  o f L i te r a r y  C r it ic is m  in  th e  R en a issan ce .
New York, I 908.
, ed . C r i t i c a l  E ssay s  o f th e  S ev en teen th  C en tu ry , V o l . l ,  
1605- 1650. O xford , I 9O8 .
S p ivack , B ern ard . Shakespeare and th e  A lleg o ry  of E v i l . New Y ork ,1958. 
S ta n fo rd , V/.B. "The Ending o f  th e  Odyssey. An e th ic a l  ap p ro ach ."  
Herm athena, 100, ( I 965) ,  p p .5 -20 .
_______________, and Luce, J .V . The Quest f o r  U ly sse s . 1974,
• The U ly sses  Theme. O xford, 1954; 2nd ed . 1963»
S ta u f f e r ,  D. Shakespeare* s World o f  Im ages. New York, 1949*
S t i l l ,  C o lin . S h a k e sp e a re 's  M ystery P la y s . 1921.
S t i r l i n g ,  B. U n ity  in  S hakespearian  Tragedy. New York, 195&*
S to ck , S t.G eo rg e . "Fortune (G re e k ) ."  In  J .H a s t in g s ,  e d . , Encyclop­
a e d ia  o f R e lig io n  and E th ic s , V o l.V I. Edinburgh and New York,
1913.
(409)
S t o l l ,  E .E . A rt and A r t i f i c e  in  S hakesp eare . 1935; New York r p t . 1962. 
. "The I l i a d , o r  th e  P o e t ic a l  T reatm ent of C h arac te r in  
Homer and S h ak esp ea re ."  ELH, I I I ,  (1935)> P P .30-36.
. Shakespeare and O ther M as te rs . Cambridge, M ass., 1940.
. S hakespeare*s Young L o v ers . 1937•
S trab o . Geography, ed . H .L .Jo n es. Cambridge, M ass., 1928.
S tra c h e y , L y tto n . Books and C h a ra c te rs . 1922.
Summers, M ontague. The G othic (Quest. 1938.
Sw ain, B arb ara . F o o ls  and F o lly  D uring th e  M iddle Ages and th e  
R en a issan ce . New York, 1932.
Sw inburne, A lgernon C. The Complete Works, ed . S i r  E .G osse, C.B. and 
T .J .  W ise. 1926, th e  Bonchurch E d i t io n .
Symons, A rth u r . S tu d ie s  in  th e  E liz a b e th a n  Drama. 1920.
Tannenbaum. Samuel Aaron. A C la s s i f ie d  Shakespeare B ib lio g ra p h y .
Shakespeare A sso c ia tio n  B u l l e t in ,  v o l . i i i - v i i ,  1927-1931*
T am , S i r  W illiam  and G.T. G r i f f i t h .  H e l le n i s t ic  C iv i l i z a t i o n .
1952; r p t .  1974) 3rd  ed .
T a v ia n i, F , Im  Commedia d e ll* A rte  ^  l a  S o c ie ta  b a ro c c a : l a  
fa s c in a z io n e  d e l t e a t r o . Bome, I 969.
T a y lo r, Edward W. N ature  and A rt in  R enaissance L i t e r a tu r e . New York,
1964.
T a y lo r , G.C. S h a k e sp e a re 's  Debt to  M ontaigne. Cambridge, M ass ., 1925. 
Theobald , W illiam . The C la s s ic a l  Elem ent in  S h a k e sp e a re 's  P la y s . I 909. 
Thomas, D.L. "On th e  P lay  o f P e r i c l e s ."  E n g lisch e  S tu d ie n , XXXIX, 
n . d . , p p .210- 239,
Thompson, S t i t h .  M o tif-In d ex  o f F o lk  L i t e r a tu r e . B loom ington, 1955* 
Thomson, J .A .K . Shakespeare and th e  C la s s ic s .  1952*
T h o rnd ike , A.H. The in f lu e n c e  o f Beaumont and F le tc h e r  on 
S hakespeare . New York, I 9660 
Thorne, W.B. " P e r ic le s  and The ' I n c e s t - F e r t i l i t y '  O p p o s itio n ."  ShQ, 22,
( 1971) ,  p p .43- 56.
(410)
T i l ly a r d ,  E.M.W. Shakespeare* s L as t F la y s . - 1938.
. The E n g lish  E p ic  and I t s  Background. 1954*
Todd, E.A . Some A ncien t N o v e ls . O xford, 1940.
Todorov, T zvetan . In tro d u c tio n  \  1m  l i t t é r a t u r e  f a n ta s t i q u e . P a r i s ,  
1970.
__________________ . The F a n ta s t i c ,  t r a n s .  R.Howard. C leveland , 1973.
T o ffa n in . ^  C inquecen to . M ilano , 1965) 7 th  re v . ed .
T o lk ien , J .R .R . *’0n F a iry  S to r i e s ."  In  E ssays P re se n te d  to  C harles  
W illiam s. 1947*
________________. Tree and L e a f. I 964.
Tompkins, J.M .S . *'Why P e r i c l e s ?" RES, 3) (1 9 5 2 ), pp. 315-324.
Townsend, F .L . "S idney and A r io s to ."  PMLA, LXI, (1 9 4 6 ), p p .97-108.
T ra v e rs i ,  D.A. S hakesp eare : The L as t P hase . New York, 1955*
. T ren k e r, S ophie . The Greek N ovella  in  th e  C la s s ic a l  
P e r io d . Cambridge, 1958.
T r i l l i n g ,  L io n e l. S in c e r i ty  and A u th e n t ic i ty . 1972.
T rew in , J .C . Shakespeare On The E n g lish  S tage 19O O -I964 . I 964 .
Tyson, J .L .  "The In f lu e n c e  o f Green on S h a k e sp e a re 's  E a rly  Romance."
H.TLA, XX, ( 1912) ,  p p .246- 264.
V a lé ry , P a u l. The A rt o f P o e try , t r a n s .  D. F o i l l o t .  New York, I 96I .  
Van Domlen, John E . G.W ilson K nigh t and The L a s t P lay s  of S hakesp eare .
D is s . M ichigan S ta te  U n iv e r s i ty ,  I 965.
Van Doren, Mark. S h ak esp eare . New York, 1953*
Varma, Devendra. The G othic Flam e. 1957.
V e lie ,  Alan R. S h a k e sp e a re 's  Repentance P la y s : The Search  f o r  an 
Adequate Form. D is s . S ta n fo rd  U n iv e rs i ty ,  1970.
V elz ,J .W . Shakespeare and The C la s s ic a l  T ra d it io n  -  A C r i t i c a l  Guide 
to  Commentary, I 6OO-I96O. M in n eap o lis , I 968.
V ik e n tie v , V. "Le r e to u r  d 'U ly sse  du p o in t de vue ég yp to log ique  e t  
f o lk lo r iq u e .  P a r e l l e l e s  an c ie n s  e t  m oyenâgeux." BIE, 29 , (1 9 4 6 -
’ 1947), pp.183- 234 .
(411)
V in av er, Eugene. Form and Meaning in  M edieval Romance. L eeds, I 966.
_________________. The R ise o f Romance. O xford, 1971*
. and W hitehead, F . "Romance ( L i t e r a t u r e ) . "  In  The 
New E ncyclopaed ia  B r i t t a n i c a , V o l.15» M acropaedia. C hicago, 1943-
1973.
V iv an te , P ao lo . The Homeric Im a g in a tio n . B loom ington, I n d . ,  1970*
Wace and S tu b h in g s. Companion to  Homer. 1962.
W agenknecht, Edward C. The P e r s o n a l i ty  o f S h akespeare . Norman, 
Oklahoma, 1972.
Wagner, B.M. ed . The A p p rec ia tio n  o f  S hakespeare . W ashington, B .C .,
1949.
Wagner, Emma. S h ak esp eare ' s The Tem pest. Yellow S p rin g s , O hio, 1933. 
Wain, John . The L iv in g  World o f S h akespeare . New York, I 964.
W aith, E.M. " P e r ic le s  and Seneca The E ld e r ."  MLN, L, ( 1951) ,  p . l8 0 f .  
W alden, J.W.H. "S tage Terms in  H e lio d o ru s ' A e th io p ic a . " • H arvard 
S tu d ie s  in  C la s s ic a l  P h ilo lo g y , V, (l894)>  p p .1 -43 .
W a lle r , E.H . "A P o s s ib le  I n te r p r e ta t io n  o f The M isfo rtu n es  o f A rth u r ."
JEGP. 24 , ( 1925) ,  p p .219- 245.
Ward, A.C. Longman Companion to  T w entie th  C entury L i t e r a tu r e . 1975. 
W atson, G. The L i te r a r y  T h e s is . 1970.
W att, I .  The R ise  o f The N ovel. B e rk e ley , 1957.
Webster* s T h ird  New I n te r n a t io n a l  D ic tio n a ry  o f  the  E n g lish  Language 
U nabridged , V o l . I I .  S p r in g f ie ld ,  M ass., 1971.
V /ebster, T .B .L . A rt and L i te r a tu r e  in  F o u rth  C entury A thens. 1956.
From Mycenae to  Homer. New York, 1958; r e v . e d . i 964. 
Greek A rt and L i t e r a t u r e , 700-530 B.C. 1959*
S tu d ie s  in  L a te r  Greek Comedy. M anchester, 1953*
_________________  S tu d ie s  in  M enander. M anchester, I 96O.
W eil, H e rb e r t, J r .  ed . D iscu ssio n s  o f Romantic Comedy. B oston , I 966. 
W ein reich , 0 . Dor g r ie c h isc h e  L iebsrom an. Z u r ic h , 1972.
(412)
W eisin ger , H erbert. •'Myth and R itu a l A pproaches." The Shakespeare  
N e w s le t te r , (A pril-M ay I 964) ,  PPo 28-29.
W ellek; R. and W arren, A. Theory o f L i t e r a tu r e . New Y ork ,1942;r p t . 195^* 
W ells , S ta n le y . '•Shakespeare and Romance." SuAS, 8 , ( 1966) ,  p p .4 9 -80 .
. "Shakespeare W ithout S ou rces."  SuAS, 14, (1 9 7 2 ),
p p .58- 74 .
.e d . Shakespeare. S e le c t  B ib lio g r a p h ic a l Guide. 1973.
W elsfo rd , E n id . The F o o l. 1935*
'______. The Court Masque. • 1927.
Wender, P .S . The L as t Scenes o f th e  O dyssey. P i s s .  H arvard , I 964. 
W erner, H ab ich t. "The Wit In te r lu d e s  and th e  Form o f P re -S h ak esp ea rian  
Romantic Comedy." R enaissance Prama, V I I I ,  (19^5)» P P . 73-88. ' 
W e s tfa l l ,  A lf re d  V.R. American Shakespeare C r i t ic is m , I 607- I 865.
New York, 1939»
W hitaker, V.K. S h a k e sp e a re 's  Use o f L ea rn in g . San M arino, C a l i f . 1953* 
Y/hitman, C ed ric . A ris to p h an es  and th e  Comic H ero. Cambridge, M ass.
1964.
Whitman, W alt. Leaves o f G ra ss , ed . E .H ollow ay. I 964.
Wickham, Glynne. E a r ly  E n g lish  S ta g e s , 1300 to  I 6OO, V o l .I .  1959*
. "S h a k esp e a re 's  I n v e s t i tu r e  P la y ."  TLS, I 8 P e c . ,  I 969 ,
p .1456.
W illiam s, Raymond. Modem Tragedy. I 969.
. Key Words. 1976.
W ilson, F .P . The E n g lish  Prama, 1485-1585* O xford, I 969.
W ilson, J .P .  S h a k e sp e a re 's  Happy ComedieSo I 962.
. L ife  in  S h a k e sp e a re 's  E ngland . Cambridge, I 9I I .
. The E s s e n t ia l  S hakesp eare . Cambridge, 1932.
W ilson , F .P . E liz a b e th a n  and Jaco b ean . O xford, 1945*
W ilson , R obert. C h a ra c te r iz a t io n  in  M alory: A Comparison With H is 
S ources. Chicago, 1934*
(413)
W illey , B a s i l ,  The S ev en teen th  C entury Background. New York, 1934* 
W im satt, W.K.ed. The Id ea  o f Comedy; E ssays in  P rose and Verse 
Englewood C l i f f s ,  N .J . ,  196?.
_________________. and B rooks, C. e d s . L i te r a r y  C r i t ic is m . New York,
1957; r p t .  1967.
Wind, E dgar. Pagan M y ste rie s  in  th e  R en a issan ce . 1958? r p t .  I 968. 
Winny, Jam es. E liz a b e th a n  P rose T r a n s la t io n s . Cambridge, I 96O. 
Withycombe, R.G. ed . The Oxford D ic tio n a ry  o f  E n g lish  Names. O xford,
1945.
W olff, Samuel L. The Greek Romances in  E liz a b e th a n  P rose F i c t i o n . 
New York, 1912.
Wood, Henry. The H is to r ie s  of H erodo tus. The H ag u e-P aris , 1972.
Wood; James 0 . "Humming V /a te r." N&Q, 13, ( I 966) ,  p p .293-294. 
______________ .• "N otes on P e r i c l e s ,  A cts I  & I I . "  N&Q, 14, (1 9 6 7 ),
p p .142-143*
________ ' .  "The Running Image in  P e r i c l e s . " ShS, 5> ( l 9 7 l ) ,  PP*
240- 252.
Workman, S.K. F i f t e e n th  C entury T ra n s la t io n  as  an In f lu e n c e  on 
E n g lish  P ro se . P r in c e to n , 1940.
W righ t, H.G. B occaccio  in  E ng land . 1957*
W righ t, L ouis B, ed . The E l iz a b e th a n 's  A m erica. Cambridge, M ass ., 1965.
. "Y /ill Kemp and th e  Comme d i a D e l l 'A r te ."  MLN, 44;
( 1929) ,  p p .516- 520.
Y a tes , F ran ces  A. S h a k e sp e a re 's  L as t P la y s ; A New A pproach. 1975* 
Y e llan d , H .L ., Jo n e s , S .C ., E a s to n , K.S.Y/. e d s . A Handbook o f L i te r a r y  
Terms. 1955; r p t .  I 965.
Young, David P . Som ething o f G reat Constancy -  The A rt of "A 
Midsummer N ig h t 's  Dream." New Haven, I 966.
Z a c h a r ia s , P e te r  Jam es, An A n a ly sis  o f the  M otif o f D eath and 
R evival in  th e  T ragicom edies of S hakesp eare , D a n ie l, and 
F le tc h e r , D is s , M ichigan S ta te  U n iv e rs i ty ,  1971.
Zimmer, H e in ric h . The K ing and th e  C orpse. P r in c e to n , 1956. 
Zweig, P a u l. The A d v en tu rer. New York, 1974.
( 4 1 4 )
